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PREFACE 


25th century of the Nirvana of Bhagawan Mabavira, achieves Slant. Е. th 


IE NE 


encountered because of the magnitude of the work and the time-limit which 
had to set for ourselves in view of the celebrations of the Nirvana Year. Т A 
was only one part of the story. The other part relates to the technical side c E 
the problems—types with diacritical marks involving extremely ;patient anc 
careful proof-reading, quality of the paper commensurate with the co 
would not make even the concessional price prohibitive, or printing 
blocks, neat enough but not too fastidious to raise costs. А mean ha 
struck. That naturally reflects itself in the production. But for the 
approach of the Trustees of Bharatiya Jnanpith, the price of each voh 
have been, under the present market conditions, what it is for the e 
three volumes. | : 


care that have bestowed upon the sos its qu 
the art and science of editing such publi i 


PREFACE 


— The three volumes together make a total of 664 pages, excluding the 
> Index, over 670 illustrations in black-and-white and about 50 colour-illustrations. 
This publication, first of its kind, is like a banner held aloft in the honour of 
all those institutions and authors who will tread this path henceforth cham- 
| pioning the cause of Jaina Art and Architecture and will bring it greater glory. 
3 May their number be legions ! 


д”. 


Еа New Delhi ` LAKSHMI CHANDRA JAIN 


22 0 th May 1975. s Secretary 
= Bharatiya Jnanpith 
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Santinatha with attendants, folio from the Santináha-cariu, „А.р. 1450-60 (see text for later 
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A. Vidyadhara Atibala, folio from the Adi-purdna (group 1), circa A.D. 1450 . (see text for 
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circa A.D. 1450 (see text for later date), probably Delhi, north-Indian style (Private 
` Collection) 

C. Musicians celebrating the wedding of Srimati and Vajrajangha, folio from the Ādi- 
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Indian style (Private Collection) 

D. Dancer, folio from the Adi-purdna (group 2), circa A.D. 1475 (see text fora later date) 
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 Yašodhara with his entourage, folio the Yasodhara-carita, A.D. 1596, probably north 

- Gujarat, west-Indian style (Private Collection) 
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INTRODUCTION 


° 


IN THE FIRST FEW CENTURIES AFTER THE NIRVANA OE AVIRA THE KNOW- 
ledge of the Jaina canon was preserved only іп һе memory of the Jaina 
monks and was transmitted orally from preceptor to disciple. But often famines 
and epidemics claimed the lives of these learned men and with their death some 
knowledge of the religious doctrine was irretrievably lost. In course of time 3 
Jaina theological teaching began to suffer from irreparable gaps in its continuity ~ 3 
as well as many aberrations from the original text! Recognizing these inherent š 
dangers in the system of oral transmission, and fearing that unless some 
remedial steps were taken the holy word would disappear forever, the Jaina com- 
munity made attempts in the direction of saving the sacred lore. А conference 
of monks was held at Pataliputra, where the canonical literature was systema- 
tically compiled and put into written form. Later, in the fifth century, accord- 
ing to the Svetambara tradition, a council of monks assembled at Valabhi in 
Gujarat and agreed that all religious texts be committed to writing? Apart 
from these* conferences, individuals, too, strove to translate the oral tradition 
into a written one. Two Digambara monks—each independently of the other 


knowledge and reduced it to writing? — — E m. p^ 


Curiously enough, despite the efforts of the Jaina monks to ee EN 
their religious texts no Jaina manuscript written earlier than the tenth ceni 
is known to exist. What could have been the cause of this hi 
the earnest resolves of the Jainas to write their texts and the actua 
of the written scriptures ? Possibly, the Jainas, in spite ` of h 


purpose, were not md cable to араша their A M as be 
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perished’ as there were по grantha-bhandàras (monastic libraries) where they 
could be safely stored. For the institution of Bhandaras as repositories of manu- 
scripts merged and crystallized after the office of the Bhattaraka as the temporal 
head of the community was established. This development in the history of Jaina 
religion appears to have taken place some time in the eighth century.? Erudite and 
dedicated, these Bhattarakas were conscious of the importance of learning and 
urged their followers to donate manuscrips to the temples. Much religious 
merit was attached to such Sastra-dàna, which was performed as an atonement 
for past sins or as a celebration for the successful completion of a vrata. 
Sometimes a pious donor wouid have many copies of a particular text made 
and these copies would then be distributed far and wide to various Bhandaras. 
| Occasionally, a mapuscript with illustrations would be commissioned. 


Whether or not manuscript-illustration was practised before the eleventh 
| century is one of the most vexed problems pertaining to the history of Indian 
miniature painting. That other forms of painting such аз murals and painting 
оп boards and cloth were practised from quite ancient times is well-known. 
Vi Concrete evidence of wall-painting as early as the first century B.C. is provided 

by the Satavahana paintings in Caves 9 and 10 at Ajanta, while literary 

references, the correctness of which need not be doubted, inform us about 
| painting on wooden boards, cloth and even on shields made of hide.’ 


| : Of particular interest to us are the references by Jaina writers. 
| 

| 

| 


к Uddyotana-Siri, a pupil of Virabhadra, who again was a pupil of the 
E F š Jaina scholar-monk Haribhadra-Süri, in his Киуаауата!а-кайа, a Prakrit 
| 99 +; work composed in 778-79 at Jalor in Rajasthan, refers to a san,sara-cakra- 


pata, evidently a painting on prepared cloth depicting the futilities and miseries 
of human life as opposed to the joys of heaven. Its execution was regarded 


! Scholars versed in Jaina literature have come across early manuscripts with colophons 
that mention that tbe manuscript was copied from an older one which was in a state of disinte- 
gration. 


? V. Johrapurkar, Bhajjaraka Sampradaya, Sholapur, 1958, Introduction in English. 
. ° К. Kasliwal op. cit., pp. 4-7. 

“If the Pala king Mahipala mentioned in the colophon of the illustrated Buddhist text 
Astasáhasrikd-Prajfiapáramitá in the Asiatic Society, Calcutta (MS. G 7413), is Mahipala I, then 
he year 6 of his reign, in which it was written, would be approximately 992, i.e, the late tenth 
Jt has twelve illustrations on palm-leaves. 


?. Shah, Presidential Address to the All-India Oriental Conference, Fine Arts 
on, Varanasi, October 1968. 
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as praiseworthy. So also Jinasena І (circa 830) in his Adi-purana mentions 
а рапа-хаа in a Jaina shrine, while Jatasimhanandin (circa seventh century) in 
his Varàngá-carita refers to a Jaina temple in which were displayed pattakas 
depicting the lives of the Tirthankaras, famous Jaina monks and Cakravartins 
(great kings). The last two references, it may be noted, pertain to south-Indian 
Jaina temples, and we may accordingly conclude that the practice of painting 
pattakas was widespread amongst the Jainas. Though the word pattaka can 
mean a wooden board as well as a prepared cloth, it seems appropriate 
to give it the latter meaning and regard these early patas as the precursors of 
the numerous Jaina cloth patas of later date! which are well-known to 
scholars of Jaina painting. These later patas, in conjunction with the earlier 
references quoted above, could thus indicate a long OE hieratic tradition 
of producing such paintings on cloth. 


But, interestingly enough, all early references, though they mention 
painting on the walls of shrines and patas, are significantly silent, as far as we 
are aware, on the existence of manuscript-illustration being in vogue prior 
to the eleventh century. 


ЗУЕТАМВАВА MANUSCRIPT 


BEGINNINGS OF PAINTED MANUSCRIPTS 7 


The earliest illustrated Jaina manuscript, which is on palm-leaf, contains E 
two texts, viz. Ogha-niryukti and Dasa-vaikàlika-tikaà, both having colophons E. 
which mention the same donor, the same donee, who was a monk, and the Fs 
same scribe. But the first colophon also has a date, viz. the Vikrama year К? = 
1117 (A.D. 1060): This manuscript has an illustration of Sri, a lively x 
Kamadeva loosing an arrow and some really well-drawn elephants (plate 
265A). The superior quality of the drawing need not surprise us once we 
appreciate the fact that the painting of pattas on cloth by skilful artists was 
prevalent long before the eleventh century. Of course the extremely-limited _ 
area for painting, circumscribed by the narrow format of the palm-leaves, _ 
may in the beginning have occasioned some difficulty to illustrators accustomed - 
to paint larger figures on cloth. | з v 


э ш 


But Ше question of immediate concern is how it happened that Jaina 
palm-leaf manuscripts, with their very limited format for painting. 
be illustrated only Кош the second half of the eleventh cen 


1 Moti Chandra op. cit. p. 46. БЕГ. 
2 This manuscript is in a Jaina Bhandara at Jaisalmer. Satya Praka h 
Akrti (Hindi journal) and later Shah mentioned i it, op. cit. г. > 2 = 4 
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be no doubt that several Jaina texts on palm-leaf must have been written 
before the eleventh century even if they do not survive today, but the 
available evidence indicates that the beginning of the art of palm-leaf 
manuscript-illustration is a later development, of which the earliest known 
example is the above-mentioned Jaisalmer manuscript of 1060. Without 
being dogmatic, certain possibilities can be suggested. One is that there 
existed a common heritage of manuscript-illustration for both literary and 
religious texts even before the late tenth century and that the earliest Buddhist 
and Jaina illustrated manuscripts, which exist today, were derived from the 
self-same source without one faith borrowing the idea from the other. But 
we have no evidence of'this common source. The earliest illustrated manus- 
cript known to us pertains to the Buddhist faith. It was executed in the 
sixth year of the Раја king Mahipala. If this ruler is Маћраја I, it belongs, 
as already stated (above, p. 394,n.4), to some date near about 992. The 
style derives from a lingering classical Ajanta tradition but in the context 
of a more static and formal presentation. ' was written at the great Buddhist 
centre of Nalanda. It may be that manuscript-illustration was not practised 
in India before the tenth century because of the narrow format of the palm- 
leaves on which the text was written. However, in the tenth century it 
would seem that some Buddhist monks accustomed to making sketches of 
Buddhist images and versed in the painting of religious subjects on banners 
felt the need for illustrating several of their religious texts by the introduction 
of miniature illustrations in the palm-leaf manuscripts despite their narrow 
format. What led to this need we cannot say, but it may be observed that 
even in the early fifth century the Chinese pilgrim Fa-hsien, who stayed in 
a monastery at the port of Tamralipti for jtwo years before his departure 
to China, made not only copies of the saras there but also drawings of 
Buddhist images; no doubt for veneration but also as a permanent record 
always available to. view. It is possible that the idea of illustrating Jaina 
religious texts was derived by the Jaina clergy from the early illustrated 
Buddhist palm-leaf texts made during the Pala rule in Bengal. These Buddhist 
texts were illustrated with deities of the Buddhist pantheon and also with 
incidents from thelife of the Master. What exactly were the circumstances 
in which the Jaina clergy came to be acquainted with the Buddhist practice 
of illustrating their palm-leaf manuscripts is not known. But various ways 
_ in which this could have happened can be envisaged because Jaina communities 
existed in many parts of the country. Moreover, Jaina preachers must have 
constantly travelled to and fro between Gujarat and other distant areas. It may 


EEG 1 4 Record of Buddhist Countries by Fa-hsien, tr. Chinese Buddhist Association, Peking, 
A [9 7, р: Wl 
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further be surmised that the monastic orders of the Jainas with their intellec- 
tual attainments were unlikely to remain oblivious of the developments in 
religious art and literature in the Buddhist and Brahmanical folds. This is 
emphasized by the fact that we know that their Bhandaras possessed texts 
dealing with other religions. Though it may be merely a matter of coincidence, 
it should be noted that the earliest Jaina illustrated manuscript on palm-leaf, 
namely the Jaisalmer MS. of 1060, is about three-quarters of a century later 
than the earliest known Buddhist example. The story of Indian wall-painting 
is a sharp pointer to the fact that the artistic activities of these great religions 
followed similar lines of expression. The possibility suggested herein, namely 
that the early Pala period Buddhist illustrated manuscripts may have provided 
the inspiration for a similar practice amongst the Jainas, is not entirely without 
a tangible foundation. ` 


WOODEN MANUSCRIPT-COVERS 


In the famous Jaina Bhandara of Jaisalmer there are two painted рај 5 
(wooden manuscript-covers) depicting the Vidya-devis of the Jaina pantheon. 
These Vidyà-devis are plainly derived from some illustrated Pala Buddhist 
manuscript, probably of Ramapala's reign in the late eleventh or early 
twelfth century. In one of the panels of these Vidya-devi paflis (plate 265B) 
two female worshippers are seen and they unmistakably provide the key to 
the date of these patlis, namely the period of the famous Jaina teacher 
Jinadatta-Süri, who died in 1154. Almost identical female worshippers are 
seen in another beautiful patli, also in the Jaina Bhandara at Jaisalmer 
(colour-illustration 22), which was almost certainly painted when Jinadatta-Süri 
went to Marukotta (Marot) in Marwar on the occasion when a great temple 
was consecrated there. The construction of this shrine had been inspired by 
the Süri's preachings and he performed the consecration-ceremony of the 
image of this temple. In this pali, Jinadatta-Süri, who was known to be of 
dark complexion, is depicted as brown-skinned and is seen delivering a 
sermon on the life of Mahavira to his disciple Jinaraksita and to three sravakas 
(lay-desciples) and the two wives of one of them. In the centre of the рай 
is Mahavira enthroned, and on tbe right again is Jinadatta preaching to his 
disciples Gunacandra-Süri and Somacandra-Suri. The рај, which forms the 


1 It is difficult to accept the earlier dating to the second half of the tenth century proposed 
for these Vidya-devis by U.P. Shah, see Munipunyavijaya and U.P. Shah, ‘Some painted wooden 
book-covers from western India', Journal of the Indian Society of Oriental Art (Special Number 
on Western Indian Art), March 1966, pp. 34-44, and plates XXV and XXVII. 


2 Moti Chandra, op. cit., fig. 191, where the complete рај! is reproduced in monochrome. à 
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wooden cover for a text called Ogha-niryukti on the rules of conduct for Jaina 
monks, must have been presented to the Süri, maybe along with this very text 
or another text, by one of his followers on the occasion of the consecration 
of the Mahavira image. The donor was probably the srdvaka who is portrayed 
in the patli with his two wives. Аз this patli can safely be regarded as being 
contemporary with this well-known Jaina Асагуа, its date is capable of fairly 
accurate ascertainment. Jinadatta-Süri wasa native of Rajasthan. He was 
born in 1075 and died in 1154. The labels on the рат indicate who аге 
the personages depicted therein. Jinadatta-Süri became an Асагуа in 1122 
and as the рат could have been painted only after that event it belongs to the 
period 1122-54. The reverse of the patli has only floral decoration on it. A 
significant feature of this рат is the portrayal of the two wives of a sravaka. 
It is evident that in the representation of these two ladies we have a survival, 
however stylized and mannered it be, of the Bagh-Ajanta tradition of painting 
the female face and form. But it is the last flicker because thereafter it is 
not seen again. The bearded Srdvakas in this paflî are reminiscent of some- 
what similar bearded figures in certain wall-paintings' in the Kailasa temple 
at Ellora which are usually ascribed to the twelfth century but which may be 
somewhat earlier. That they are done during the rule of one of the Paramàra 
kings is now disputed. It is thus not unlikely that the Ajanta tradition as 
well as the later Ellora manner of painting had continued in Gujarat, though 
in an increasingly stylized form. 


We may accordingly surmise that the early pattakas and paintings in 
Jaina shrines, of which now only literary references ofthe eighth and ninth 
centuries exist, may have been executed in this rapidly vanishing tradition. 
The convention of the farther projecting eye which is seen in the Jinadatta- 
Suri patli is first noticed in Cave2at Ajanta, but only ina few figures, 
and thereafter it is observed again in the Kailasa temple-paintings at 
Ellora. More than one explanation for this extraordinary cliche, which 
become a marked characteristic of Jaina painting, has been suggested, 
- but perhaps the one advanced by Muni Jinavijayaji is most plausible. Не 
surmises that there grew up a hieratic or guild aversion to depicting the 
face of a deity or the human face, even when shown in profile, with only one 
eye, and the farther eye was consequently projected. Other explanations also 
exist. Two more parlis which depict Jinadatta-Süri and his disciples have also 
been published* and are contemporary with this famous teacher. All the 

! Report of the Archaeological Survey of Hyderabad, 1927-28, plates D and E. 
* P. Bhatia, The Paramáras, New Delhi, 1967, p. 350. 


* One is published in Apabhrama-kávyatrayi, Gaekwad Oriental Series, 37, 1927, and the 
other in Journal of Indian Society of Oriental Art, March 1966, plate XXII. 
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Jinadatta-Stiri patlis must have been painted in Rajasthan and are datable to 
the period 1122-54. They have a characteristic border of foliated loops and are 
very rich in colours (col.-ill. 22). 


The hearkening back to the Ajanta tradition observed in the early 
patlis is seen not only in female faces. There are several patlis of this period 
with decorative meandering creepers forming roundels which enclose elephants, 
ducks (singly and in pairs), mythical aquatic creatures and other animals and 
birds (col.-ills. 23B, C, D). In one beautiful patli the roundels are absent but 
in the curves of the meandering creeper of flowering lotuses in a stream are 
seen an elephant, a leopard, a monkey, fishes, tortoises and men in running 
postures (plate 266A, B). This is perhaps the earliest of all the Jaisalmer 
patlis but not likely to predate the late eleventh century. Fo two other patlis, 
of which one is now very well-known and which also belongs to the Jaina 
Bhandàra of Jaisalmer,? we see a giraffe and a rhinoceros in the roundels of 
the meandering creepers, birds, aquatic monsters and bare-breasted girls in 
alluring poses (plate 267A, B and 268A), as also antelopes, a boar and a flute- 
player (plate 268B). The giraffe is not an Indian animal but an inhabitant of the 
African plains. It was no doubt seen by the illustrator of the patli when it passed 
through Rajasthan witha trading caravan from a foreign country or was 
sent as a present to some Indian potentate. We know that rare animals 
and birds were included as ambassadorial gifts. It may even have come by 
sea to one of the Gujarat ports in a big merchant-vessel. The inclusion of 
such a novelty in the рай indicates the freedom of expression which the 
painters enjoyed before their art became more formal in later times. The 
single-horned rhino is, however, found in India and though now cofined to the 
Terai it was in those days known to exist in other parts of the country, and 
a specimen, probably in captivity, must have been seen by the painter. 


In yet another райт from the same Bhandara we see elephants, birds with 
foliated tails and heraldic lions, all shown in roundels placed in squarish 
compartments (plate 269A, B). These decorative paintings take us back to the 
spirit of the painted ceilings at Ajanta with their wealth of floral, animal 
and foliage designs. Here again we have evidence of a lingering Ajanta 
tradition of decorative motifs as practised in Gujarat and Rajasthan where 


such patlis were painted? An inscription on this рай? reads Nisiha-bhasya- 


paja Sri-Vijayasirmhacarjánam. This would indicate that the ратћ, and probably 


1 Sarabhai Nawab, Oldest Rajasthani Paintings from Jain Bhandárs, Ahmedabad, 1959, 
plates 3A to 8A. 

2 [bid , plates W and Y. 

з [bid., plates 1 and 2. 
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also the text for which it was meant as a book-cover, were got prepared 
and presented to Sri-Vijayasimhacarya by one of his followers. This Асагуа 
was а well-known Jaina teacher who lived during the reign of Siddharaja 
Jayasimha of Gujarat (1094-1144) and was a contemporary of Sri-Hemacandra- 
Suri and Sri-Vadideva-Süri, both famous and learned Jaina divines. There 
appears to be no reason, linguistic or otherwise, to regard this рат as 
having been painted as early as the mid-tenth century before the time of 
Sr-Vijayasimhacárya and having later come into his possession after which 
event the inscription was written thereon. This inscribed patli affords 
quite valuable material, based on stylistic characteristics, for dating other 
patlis in which elephants, similar mythical lions and birds with foliated 
tails appear. Since it belongs to the first half of the twelfth century, there 
is good reason to “scribe most of the Jaisalmer Bhandara decorative patlis 
to the same period or the late eleventh century at the very earliest. Though 
a much earlier date, namely the tenth century, has been suggested for some 
of these ра,’ a careful stylistic analysis tends to negative such early dating. 
In factif it is acceptable that the very idea of illustrating these palm-leaf 
manuscript-texts and providing them with painted wooden covers was 
derived by the Jainas from the practice of the Buddhists, then this influence 
itself is not likely to be of a date earlier than the mid-eleventh century. The 
method of seeking to date Jaina manuscript-paintings by reference to 
sculptures in Gujarat and Rajasthan, when used as an absolute norm, may 
prove to be fallacious. But it can be employed to a limited extent bearing 
in mind that the painting and sculpture of a particular region, despite 
certain affinities, may not belong to the same period. We have the classic 
example of the Amaravati and Nagarjunakonda sculptures which have 
parallels in the Vakataka paintings of Ajanta and yet the latter are separated 
from the former by well over two centuries. However, one damaged patli 
of fine quality from the collection of Muni Punyavijayaji (plate 270A) 
depicting the lustration of Mahavira® is not unlikely, on the basis of stylistic 
comparison with the Jinadatta group of patlis, to be somewhat earlier than the 
latter. Itcan accordingly be ascribed to the late eleventh century. Moreover, 
too much stress should not be laid on the circumstance whether the cliche 
of the projecting farther eye is pronounced or not. The Jaisamler Bhandara 
has а palm-leaf manuscript of Tilakacarya's Dasa-vaikáülika-sutra and other 


! Muni Punyavijaya and Shah, ор. сй., p. 41, n. 12, where the earlier date is suggested. 
2 Ibid., p. 41. Presumably U.P. Shah would also give an earlier date to the paflî (col.-ill. 
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fragmentary texts illustrating а number of scenes from the lives of Рагбуа- 
natha and Neminatha in which the convention of the projecting farther eye 
is for the most part almost unnoticeable (plate 271A, B, C, D), and yet the 
illustrations can hardly be earlier than the thirteenth century. One must 
also never forget what is so frequently overlooked, namely that different 
artists belonging to one and the same period need not all have painted in 
the same style. Thus, a difference in style does not necessarily connote 
a difference in date or provenance. The well-known рай: showing the war 
between Bahubali and Bharata, formerly in the possession of Sarabhai 
Nawab? and now in the collection of Kusum and Rajeya Swali of 
Bombay, has on its reverse the decorative motif of athe meandering creeper 
with elephants, birds and mythical lions in roundels (col.-ills. 23A, B, C, D). 
It also belongs to first half of the twelfth century, thoüh it is probably a 
little earlier than the inscribed рат, already referred to (plate 269A, B), which 
was made for the Jaina pontiff Vijayasimhacarya in the reign of Siddharaja 
Jayasimha (1094-1144). The provenance of the Bahubali рат is also likely to 
be Rajasthan, the main field of Jinadatta-Süri's activities, where, it seems, 
most of these early patlis of the Jaisalmer Bhandara were painted in the 
first half of the twelfth century. The Bahubali рай! is said to have originally 
been in a Jaisalmer Bhandara. 


One more рай? of high importance and excellent workmanship 
remains to be considered in the group which forms the masterpieces of this 
form of Jaina painting and to which we have perforce restricted ourselves 
as the space at our disposal must be devoted to the most outstanding examples 
of Jaina painting on ра 5, palm-leaf and paper. This рай! (col.-ill. 24), said to 
have come from a Jaina Bhandara, was formerly in the possession of the Jaina 
scholar Muni Jinavijayaji. It is now in a private collection. It depicts the 
famous disputation between the great Svetambara logician Vadideva-Süri and a 
well-known Digambara scholar Kumudacandra, at {Ме court of Siddharaja 
Jayasimha in 1124 in which the former vanquished the proud Digambara 
savant. We have no doubt that it is to all intents and purposes a contemporary 
production and must have been painted within a year at the most from the date 
of the famous disputation which lasted six months and the story of which is not 
only recorded in Svetambara canonical literature but is also the plot of Yasas- 


candra's drama Mudrita-kumudacandra. YaSaScandra was а dramatist of the 


time of Siddharaja Jayasimha (1094-1144) and the drama was written on the 


1 Sarabhai Nawab, op. cit., plates О, P and © (in colour). 
? Moti Chandra, op, cit., figs. 199-203. 
з Ibid., figs. 193-98. 
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occasion ofthe contest, the author having been present at the disputation. 
Its date accordingly should be circa 1125, and the excellence of its workmanship 
accords well with the period of the finest ра belonging to the Jinadatta- 
Suri group painted in Rajasthan. The Deva-Stri-Kumudacandra рай was 
ЈИ з most probably the work of a painter at the capital-city of Patan which was 
the scene of the contest. In this metropolis, where the art of manuscript- 
production was greatly patronized, this event must have remained very 
much to the fore in the minds of the Svetambara community and the рай 
was no doubt commissioned for being presented, also with some canonical 
text, to the triumphant Deva-Stri by one of his admiring followers. The 
difference in style between this patli and those of the Jinadatta group is 
best accounted for by reason of the fact that they were painted in different 
areas resulting inche employment of different guild-artists. The procession- 
scene in the patli depicting dancers and musicians, with their lively elongated 
figures, who accompany the ceremonial chariot with the image of Mahavira, 
is also indicative of high technical excellence in the production of painted 
Jaina book-covers at Patan in the first half of the twelfth century. 


There are several other patlis of later periods, namely the late twelfth 
and the thirteenth and fourteenth centuries, but they tend to be increasingly 
hieratic and formal and lack the joie de vivre of meandering creepers with 
birds, animals and lotus-flowers, or the sedate charm of the Jinadatta group or 
the brilliance of the Deva-Suri-Kumudacandra disputation. 


PALM-LEAF PERIOD 


Turning to the illustrations on the palm-leaf texts themselves, we have 
already noted that the earliest known example is dated 1060 (plate 265A). 
Thereafter we have a leaf of the Pinda-niryukti (a text on monastic rules) with 
8 SE gle well-drawn elephant, though the colour is rubbed (plate 270B). It is 
inked by a formal lotus-medallion on either side. This manuscript was got: 
ritten by one Ananda, son of a merchant, and presented to Ya$odeva-Süri 
a disciple of Muni Candra-Süri. It was a very common and 
tice for the Jaina laity to have canonical texts prepared and 
> Jaina Acaryas who usually kept them in their Bhandaras. 
nkers and merchants donated even temples to the community, 
nations were equally efficacious in giving pious merit 
a credo projects an interesting form of socialism which 
ith. The offerings of all devotees, whether humble or 
ly meritorious. The writer of the manuscript is 
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А. Srî and Kamadeva, illustration from a palm-leaf MS., A.D 1060 (Jaisalmer Bhandara) 


% 


— — — — 


В. Vidyà-devi and female worshippers, part of an illustrated book-cover, A.D. 1122-54, a 
Gujarati or west-Indian style (Jaisalmer Bhandara) 


PLATE 265 


CC-0. Gurukul Kangri University Haridwar Collection. Digitized by S3 Foundation USA 
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A and B. Illustrations from a book-cover, late eleventh or early twelfth century 
(see text for earlier date), Gujarati or west-Indian style (Jaisalmer Bhandara) 


PLATE 266 


- 5 СС-0. Gurukul Kangri University Haridwar Collection. Digitized by S3 Foundation USA "3 
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A and B. Illustrations from a book-cover, early twelfth century (see text for earlier date), 
Gujarati or west-Indian style (Jaisalmer Bhandara) 


PLATE 267 


CC-0. Gurukul Kangri University Haridwar Collection. Digitized by S3 Foundation USA 
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A. Illustration from a book-cover, early twelfth century (see 
text for earlier date), Gujarati or west-Indian style 
(Jaisalmer Вћапдага) 
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or west-Indian style (Jaisalmer Bhandara) 


PLATE 268 
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A and B. Animal-drawings from an illustrated book-cover, first half of the 
twelfth century (see text for earlier date), Gujarati or west-Indian style 
( Jaisalmer Bhandara) 


PLATE 269 


CC-0. Gurukul Kangri University Haridwar Collection. Digitized by S3 Foundation USA 
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A. Lustration ofa Jina, illustrated book-cover, late eleventh to early twelfth century (see 
text for earlier date), Gujarati or west-Indian style (L.D. Institute, Ahmed | 
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B. Elephant, from an illustrated palm-leaf MS., first quarter of the 
twelfth century (formerly Muni Jinavijaya Collection) 


ES C. Sarasvati, illustration from a palm-leaf MS., a.p. 
1127, Gujarati or west-Indian style (Santinatha 
Bhandara, Cambay) 


PLATE 270 
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B. Birth of a Jina 


Illustrations from a palm-leaf MS., A.D. 1370, Gujarati ог we:t-Indian style 
(Ujhamphoi Dharmaśālā, Ahmedabad) 


PLATE 272 


ity Haridwar Collection. Digitized by S3 Foundation USA 
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mentioned as one Зотараја. Even if it belongs to the last year of YaSodeva- 
Siri it cannot be later than 1123. The reverse has a design consisting of a 
circle of petals and a circle of hamsas (swans) between two lotuses. The use 
of the hamsas аз a decorative motif in the early-twelfth century patlis is in 
keeping with the same feature on this palm-leaf illustration itself of about 
the same period. И is, however, in a poor condition. It was once in the 
collection of Muni Jinavijayaji. 


The manuscript of the Jfiata-Sitra, which has only two miniatures, in 
the Sàntinàtha temple Вћапдага at Cambay, is famous because of its early 
date, namely 1127, and the attractive standing figure of Ѕагаѕуа in one 
ofits two paintings where the projecting farther eye is absent. It is not in 
the style of the contemporary Jinadatta-Suri patlis where the womenfolk are 
painted in a lingering Ajanta tradition which fades out thereafter. This 
Sarasvati miniature (plate 270C) is the precursor of the characteristic Jaina 
style which hereafter dominates manuscript-illustration. This manuscript is 
followed by the Dasa-vaikdlika-laghu-vrtti with a single miniature of two 
monks and a layman, dated 1143, also in the same Bhandara. Itis only 
of antiquarian interest. But in the same Santinàtha Bhandara is a Neminatha- 
carita, dated 1241, with four miniatures including an attractive painting of 
Ambika seated. Here we find that the Jaina palm-leaf illustration-style is 
now fully developed with the excessive mannerisms which were to remain 
for centuries. In these early palm-leaf manuscripts the number of illustrations 
is generally few, but this is not an invariable rule particularly from the 
second half of the thirteenth century. An illustrated palm-leaf manuscript 
of the Ogha-niryukti in the Jaina Bhandàra at Chhani, near Baroda, has a 
large number of illustratrations of Vidya-devis.* The workmanship is good 
but the repeated depiction of female deities is apt to become monotonous. 
They evidence the same style as the Ambika figure of 1241 referred to above 
and belong to the second half of the thirteenth century, though they have 
been erroneously dated by some writers as 1161. A palm-leaf manuscript 
of the Sdvaga-padikkamana-sutta-cunni in the collection of the Museum of 
Fine Arts, Boston, was executed near Udaipur in Mewar in 1260. It 
contains six miniatures, some of which are badly rubbed. Stylistically, the 


paintings show no difference from the paintings in manuscripts from Gujarat. ` L^ 
It thus becomes evident that the Gujarati or west-Indian style was current Бр = 


in southern Rajasthan also. 


1 Ibid., fig. 16 (in colour). 
а [bid., fig. 46 (in colour). 
з Ibid., figs. 39 to 42 (in colour). 
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Another development in the late thirteenth century is that the illustrators, 
even in the limited format at their disposal, began increasingly to give expres- 
sion to the subject-matter of the text in a narrative form and with greater free- 
dom than before. The single deities, with and without attendants, are now 
sometimes replaced by scenes from the lives of the Tirthankaras. There are 
two such notable examples. The first is a manuscript of the биБайи-Кайа and 
other stories in the collection of the Sanghvi Вћапдага, Patan, dated 1288.1 It 
depicts incidents from the life of Neminatha and there are as many as twenty- 
three illustrations. Rudimentary landscape is introduced in the form of rocks, 
trees and animals of the forest, while incidents are at times unfolded by em- 
ploying the method of continuous narration in which the different events which 
comprise an incident are all placed in the picture-space of a single illustration. 
This method as wel) as the treatment of landscape must have been known to 
| the painters of the early Jaina pattas (on cloth) and of the walls of Jaina 
| shrines prior to the eleventh century. But apart from the wooden patlis, such 
| innovations had hitherto not been attempted on the restricted format available 

| for illustration on the palm-leaves themselves which bore the text. These 

; departures from bare iconographic representations indicate a realization of 

4 the possibilities of miniature painting and the utilization for compositional 
purposes of even the most limited space. 


| 
i | The second manuscript belonging to this category is undated but it is 

| obyiously to be ascribed to the same period. It depicts episodes from the lives of 
the Tirthankaras Parsvanatha and Neminàtha. It is in the Jaina Bhandara at 
Jaisalmer (plate 271A, B, C, D) and has twenty miniatures? The illustrations 
of both these manuscripts possess a rare charm and a more spontaneous 
approach than the earlier manuscript-illustration of single deities. However, 
certain conventions for depicting the stock events in the life of a Tirthan- 
kara can already be observed and.were probably derived from similar 
conventions which had grown up before the eleventh century in the paintings 
on paítas and on the walls of Jaina temples. Though paper had come into use 
in Gujarat as early as the twelfth century? for preparing manuscript-texts, it did 
not become a vehicle for manuscript-illustrations till about the mid-fourteenth 
centu and even then it was somewhat tardily adopted round about 1400 


op, cit., plates J to S (in colour). 
tute, Ahmedabad, there is a folio of a paper manuscript Santinatha-boli, 
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we find that illustrations on palm-leaf continued to be painted in the fourteenth 
and even in the fifteenth century. А dated example of this later priod is a Kalpa- 
sutra and Каакасатуа-ката in the Bhandara of the Ujjamphoi Dharmaśālā, 
Ahmedabad,’ which was commissioned in 1370 (plate 272A, B). It follows the 
older tradition of having only a few illustrations, namely six, but these are of 
superior workmanship though static and formal. But one factor which emerges 
from an examination of these paintings is a growing appreciation amongst 
illustrators that a miniature art to be fully effective demands fine drawing and 
skilful brushwork. To the same period or slightly later belong the thirty-four 
miniatures illustrating a well-known Kalpa-sutra palm-leaf manuscript in the 
Anandji- Mangalji-ni Pedhi-na Jian Bhandara at Idar,’ where the use of gold is 
seen to highlight the colour-effects. The idea of using gold may have been 
derived from Persian manuscript-illustrations. Gujarat was, at this time under 
the rule of the Muslim governors of the Delhi Sultanate, and cultural intercourse 
with Persia was greatly favoured by the ruling Muslim aristocracy. Jaina 
illustrators may have had occasions to see Persian manuscripts. There are also 
some palm-leaf illustrations in the Baroda Museum where gold has been used. 
There has been some controversy about the date of this Idar manuscript, but on 
grounds of style it can be ascribed to about 1370 or preferably a little later. 


In view of the fact that the production of illustrated palm-leaf manuscripts 
seems to have been fairly extensive in the thirteenth and fourteeth centuries, a 
uniform quality of work in the illustrations belonging to a particular period 
cannot always be expected as artists varied in their skills. This factor must 
always be borne in mind in assessing departures from the best work produced 
at that time. 


THE PAPER PERIOD 


Though the employment of paper for Jaina manuscripts in Gujarat was 
as early as the twelfth century, its use for illustrated manuscripts, on the avail- 
able evidence, does not pre-date the fourteenth century. The reason for this 
not clear. It may be due to the scarcity of this material. Whatever the reason 
be, the fact remains that the production of manuscripts during the twelfth and 
thirteenth centuries and up to the mid-fourteenth century continued to be on 
palm-leaves. They were used on anextensive scale if we are to give credence to 
well-known traditional accounts about the large number of scribes in the 
employ of the Caulukya rulers of Gujarat, Siddharaja Jayasimha (1094-1144) 


and Kumarapala (1144-72) and the famous banker-ministers Vastupala and 


1 Moti Chandra, op. cit., figs. 54 to 58. 
2 Ibid., figs. 59 to 78. 
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Tejahpala of the Vaghelà kings, and Pethàd Shah, minister of the Рагатага 
ruler Jayasimha in the second half of the thirteenth century. 


U.P. Shah maintains that the earliest illustrated Jaina manuscript on paper 
isa Kalpa-sütra-Kalakacarya-kathà dated Vikrama-samvat 1403 (A.D. 1346). The 
format is narrow, namely 28 cm. x 8:5 cm., and the text is only six lines to a 
page. But this date cannot be accepted as authentic. For one thing, the date 1403 
appears in the margin of one of the folios and notin a colophon and seems to 
be a later addition. The end of the Kalpa-sütra section states it was deposited 
in the Mahavira Bhandara in Vikrama-samvat 1505 (A.D. 1448). The latter 
date is in all probability.also the date of the execution of the manuscript, it 
being deposited in the Bhandara in the very year in which it was prepared. On 
stylistic grounds the date A.D. 1346 is much too early, and this conclusion is 
154 reinforced by another manuscript in the National Museum, also of the Kalpa- 

j | зшта-Ка!акасагуа-катћа (accession no. 51:53), which is very similar in style and 
р format (со].-Ш. 26). Both manuscripts are 28 cm. x 8:5 cm. and have only six 
lines to a page. Moreover, the style of the paintings in both manuscripts is 

the same and the sizes of the illustrations are also alike. The National Museum 

manuscript bears a date in the colophon (plate 273) :which is Vikrama-sarnvat 

1509 (A.D. 1452). There can be no doubt about this date asit is in the colophon 

cx itself and is not a later addition. Thus, the manuscript published by U.P. 
Shah bearing the date 1346 is in fact is a mid-fifteenth-century one and the 

date of its being deposited in the Mahavira Bhandara, namely 1448, fits in most 
suitably with the suggested period of its execution. The two manuscripts are 
obviously very close to each other in point of time. The National Museum 
manuscript, incidentally, indicates that even if the format is somewhat narrow in 
imitation of the palm-leaf manuscripts and the text is only in six lines, 

Ë ‘nevertheless, such features are by no means conclusive factors in favour of a 


. very early date such as the middle of the fourteenth century or the second half 
_ thereof. | 


MS .- Inthe Prince of Wales Museum, Bombay, there is a manuscript of the 
£ Ç carya-katha bearing the date of A.D. 1366 and, interestingly enough, 

in Yoginipura (Delhi)? The manuscript has only three illustrations 
d 


ded it, and rightly, as a fifteenth-century manuscript. 
‚ ‘А dated manuscript of the Ká/akáchárya-kathá in the Prince of 
rince of Wales Museum, 9, pp. 56-57, figs. 69-71. 
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with that prevailing in Gujarat, which would indicate that the same styles 
prevailed in the northern and western regions during the fourteenth century. 
However, hieratic poses and the limited number of illustrations show that the 
idiom in this manuscript was still very closely linked with the styles seen in 
paim-leaf manuscripts. 


Another manuscript on paper which was in the possession of Muni 
Jinavijayaji bears a colophon stating that it was written in Vikrama-samvat 1424 
(A.D. 1367) and was presented by one Deheda to Sanghatilaka-Suri in Vikrama- 
samvat 1427 (A.D. 1370) (plate 275A). 1t is 7:5 cm. in width and has seven lines 
to a page. The paintings which total only eight in number cover 7:5 x 5 cm. 
Muni Jinavijayaji regarded it as the earliest-known illustrated Jaina manuscript 
on paper. The present author saw it many years ago andit being no longer 
available for further examination, no more can be done than to state the facts 
noted then. It is possible, however, that the date is correct. The workmanship 
is not of a high order, but that may be due to the fact that the painter was one 
of mediocre ability. Even amongst the palm-leaf illustrations the quality varies 
a great deal. However, it is not without significance that there are only eight 
miniatures in the manuscript, whereas in the later paper manuscripts the 
number of illustrations is considerably increased. 


In the collection of the L.D. Institute of Indology at Ahmedabad is a 
SGntinadtha-carita’ which bears the date 1453 (A.D. 1396). But the colophon 
appears to be a later addition and on stylistic grounds it is not possible to date 
it earlier than the second half of the fifteenth century. 


One of the finest early paper manuscripts is the Kalpa-sütra-Kalakacarya- 
Кара of the Prince of Wales Museum,” which, we would venture to suggest, 
belongs to the last quarter of the fourteenth century. It may be noted that in 
the Kalakacarya-katha we find that the Sahis who support Kalaka are based on 
Mongoloid types derived from fourteenth-century Persian paintings. The reason ` ze 
for this is that the Sahis were foreigners and the Mongoloid types in Persian Ss 
paintings were regarded as eminently suitable for depicting those Sahis. To — . 
the same period we may ascribe an undated Kalpa-sütra-Kalakacarya-kathà of 2 
the Bhandara at Jaisalmer* for which Sarabhai Nawab suggested the ea 
fifteenth century. The illustrations are of small size, approx и 8) x 8 С: 


1 Moti Chandra and Shah, op. cit., рр. 378 ff., fig. 6. 
* Moti Chandra, ‘Ап illustrated manuscript of the Kalpasütra and 
Bulletin of the Prince of Wales Museum, 4, 1953-54, pp. 40 ff., plates VII-XI 
3 Sarabhai Nawab, op. cit., figs. 20 to 50, 60, 65, 70, 75, Te. Stands 6 | 
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against red grounds and both gold and silver are used. The workmanship is of 
good quality. The size of the miniatures is thus closer to the format of the 
palm-leaf illustrations than to the later-day miniatures on paper which usually 
tend to be larger. The number of illustrations is thirty-three and in this respect 
it is in keeping with the increase in the number of illustrations. It appears 
to be slightly earlier than the Prince of Wales Museum manuscript and should 
also be ascribed to the last quarter of the fourteenth century (plate 275B). 


Such a large number of illustrated paper manuscripts exist that it is only 
possible in the present chapter to take note of a few of them which have a direct 
bearing on the development of the manuscript-illustration style in Jaina paint- 
ing. One of the most important of the early-fifteenth-century illustrated manu- 
scripts is a Kalpavütra-Kalakacarya-kathà dated 1415. The Kalpa-sütra por- 
tion is in the collection of Shri Birla of Calcutta, while the Kalaka-portion is in 
the possession of Shri P.C. Jain of Bombay (col.-ills. 25 A, B, C, D): The 
workmanship is of a high order and several of the illustrations are indeed very 
attractive. Its provenance is not known but it could be Patan. Close to it in 
date and of quite good workmanship (col.-ill. 27 and plate 274) is a Kalpa-sütra 
in the National Museum, which is dated 1417. Even at this early date, conventions 
such as sharp pointed noses, small pointed double chins and marrionette-like 
appearances and gestures have crystallized. The India Office Kalpa-sütra' 
dated 1427 is elaborately decorated and the writing is in silver and gold ink. 
Though the majority of the highly-decorated manuscripts written in gold and 
silver ink on coloured pages belong to a later date the India Office manuscript 
affords evidence that at least the beginnings of this ‘opulent style аге to be 
found in the second and third decades of the fifteenth century. 


Though it is not advisable to make a categorical statement it may generally 
be said that the late-fourteenth and early-fifteenth-century illustrated paper 
manuscripts are of good quality. The main centres for the production of these 


_ manuscripts were the towns of Gujarat such as Patan, Ahmedabad, Broach, etc., 


and various places in Rajasthan, but the style of painting was not confined to 
areas. At Mandu during the period 1435-40 two excellent illustrated 
шо» уеге produced in a local variant which certainly equalled if not 


plate 1, fig. 
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at Mandu is now in the National Museum, while the Kalakacarya-katha’ in 
the collection of the late Muni Punyavijayaji can be ascribed to approximately 
the same date. We find that wherever there were prosperous Jaina communities 
a demand for illustrated Jaina manuscripts came into being. Though adhering 
to tradition and hieratic requirements both these Mandu manuscripts evidence 
innovations and a mastery over brilliant yet suave colouring. In the Kalpa-sitra 
of 1439 the stereotyped female costume of the Gujarat manuscript-illustrations 
occasionally gives way to the contemporary mode of dressing adopted by ladies 
in Mandu. The Kalakacarya illustrations are even more effective than those of 
the Kalpa-siitra and are amongst the finest examples of Svetambara Jaina 
painting. 


Another provincial development is seen inan elaborate Kalpa-sütra dated 
1465 painted at Jaunpur during the reign of Husain Shah Shargi? It is evident 
that there was a rich Jaina community in Jaunpur and the manuscript is the 
work of local illustrators. Contemporary costumes are worn by some of the 
female figures and the characteristic method of draping the odhni over the breasts 
in a broad band, seen inthe Mandu Kalpa-sütra, is also to be observed in several 
folios of the Jaunpur manuscripts. Musicians are shown wearing dhotis and 
turbans. The winds of change were slowly but surely eroding the traditional 
practices of a hieratic art. In Gujarat itself, at Gandhar Bundar near Broach 
а most sumptuous manuscript was produced, namely the famous Kalpa-siitra- 
Kalakacarya-katha of the Devasa-no Pado Вћапдага at Ahmedabad.‘ A folio 
from it is in the National Museum, New Delhi (col.-ills. 28A, B). Several of 
the panels which comprise the border-decoration of the folios are obviously 
the result of the influence of the Persian Timurid school of painting, though it is 
very likely that costumes and turbans do reflect the sartorial fashions of the Sul- 
tanate court and its followers in Gujarat. The manuscript can be dated circa 
1475 and is no doubt the most sumptuous and interesting of that group of 


elaborate manuscripts which belong to what is termed the ‘opulent period’ of 


Jaina manuscript-production which ranges approximately between 1427 and 1550. 
The introduction of numerous vignettes and a variety of decorative patterns, 
under the influence of Persian painting and also perhaps of Persian carpets, 
textiles, pottery, etc., indicates a new outlook. Even landscapes and seascapes 

1 Karl Khandalavala and Moti Chandra, ‘A consideration of an illustrated MS. from 


Mandapadurga (Mandu), dated 1439 a.D.’, Lalit Kala, 6, pp. 8 ff., col.-plates and plates V-VII. 
2 Khandalavala and Moti Chandra, op. cit., 1969, p. 21. 


з Karl Khandalavala and Moti Chandra, ‘An illustrated Ка/раѕйіга painted at Jaunpur in 


A.D. 1465’, Lalit Kala, 12, pp. 9-15, col.-plates and plates I-V. 
4 Khandalavala and Moti Chandra, op. cit., 1969, pp. 29-43, where the manuscri 
with in considerable detail. 
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make their appearance. This movement had been heralded as early as 1451 
with the Vasanta-vilasa scroll, now in the Freer Gallery, Washington. Here 
the theme is no longer hieratic being a phagu in old Gujarati which deals with 
love in the advent of spring. So also the Bala-Gopála-stuti manuscripts” deal 
with the Krsna legend with a freedom which indicates that though the illustra- 
tors of all such manuscripts had not departed from the Jaina style they were 
refusing to be bound by hieratic shackles. A single folio in the National 
Museum (col.-ill. 28C) is also, it seems, from the Devasa-no Pàdo manuscript 
and can accordingly be dated circa 1475. А manuscript rather similar to that 
of the Devasa-no Pado Bhandàra was painted at Patan in 1501.* Judging from 
photographs and colour-slides of this manuscript, seen by us, the Devasa-no 
Радо manuscript appears to be somewhat earlier. Much secrecy surrounds its 
present whereabouts. Maybe the new trend of Persian influence in the border- 
decoration was first started by the Devasá-no Радо manuscript about 1475 in the 
coastal area of Broach and was adopted later at Patan at the end of the 
fifteenth century. Some writers however prefer to regard the Devasa-no Радо 
manuscript as belonging to the early sixteenth century and would support that 
viewpoint by referenceto the Patan manuscript of 1501. 


Among other important manuscripts of the *opulent period' is a Kalpa- 
` Sutra in the Hamsavijayaji collection of the Atmananda Jaina Јћапа Mandir, 
E Narasimghji-ni-Pol, Baroda.‘ It is elaborately decorated with floral and animal 
Р patterns. 

UR 

— An unusually fine manuscript with illustrations rather different in style 
he general run of illustrations of this period is the Kalpa-sütra in the collec- 

уна Sghanvijayaji of Vijayananda Süri$varaji-na Sanghada.5 It 
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A. Birth of a Jina, illustration from a palm-leaf М$., A.D. 1367, Gujarati or west-Indian 
style (formerly Muni Vijayaji Collection) 


B  Jina's pafica-musti-loca, illustration from a MS., circa late 
fourteenth century, Gujarati west-Indian style (Jaisalmer 
Bhandara) 
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a A. King YaSodhara welcomed by his wife, illustration from the Yasodhara-carita, A.D. 1454 
3 Gujarat, probably Sojitra (Private Collection) 
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Border-decorations inthe Yasodharc-carita (see plate 276A) (Private Collection) 
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A. Thesixteen dreams of Maru-devi (detail), from the Adi-purdna, A.D. 1404, 
| Yoginipura (Delhi), north-Indian style (Private Collection) 
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A. Musicians and dancers, from the Mahd-purana, circa A.D. 1420 (see text for later date), 
probably Delhi, north-Indian style (Digambara Jain Naya Mandir, Old Delhi) 
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B. Bharata's army on the march, from the Mahd-purdna (see above) 
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А. Indra holding court, from the Pdsandha-cariu, A.D. 1442, Gwalior, north-Indian 
: style (Private Collection) 
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B. King Ya$odhara entertained by a dancer and musicians, from the Jasahara-cariu, circa 
1440-50, probably Gwalior, north-Indian style (Private Collection) 
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A. Santinatha's army, from the Santinaha-cariu, circa A.D. 1450-60 (see text for 
later date), probably Delhi, north- Indian style (Private Collection) 
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B. Ya$odhara born as a goat, from the Jasahara-cariu, A.D. 1454, probably Delhi, 
north-Indian style (Private Collection) ; 
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А. Sahasrabala renounces life, from the Adi-purdna (group 1), circa A.D. 1450 (scc text гог 
later date), probably Delhi, north-Indian style (Private Collection) 
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B. Celebrations at Rsabha’s birth from the Adi-purana (group 2), circa A.D. 1475 (see text 
for later date), probably Delhi, north-Indian style (Private Collection) 
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A. City of Ayodhya, from the Adi-purdna (group 2) (see plate 282B) (Private Collection) 
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B. Yasodhara born asa fish, fromthe Yasodhara-carita, A.D. 1590, Amer (Private Collection) 
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in the same Mandu style of 1439. The Muni Kantivijayaji manuscript from Mandu 
has reverted to the usual Jaina style practised in Gujarat. It would thus appear E 
that there were different groups of illustrators at Mandu in the fifteenth century, EC 
some working in the usual Gujarati style and some who were more progressive 
evolving the characteristic Mandu idiom seen in the Kalpa-sütra of 1439. 


One point of some importance to note is that considerations of style must 
prevail when it is not possible to reconcilethe date of an illustrated manuscript 
with the style of the paintings. This is amply borne out by an example in the 
National Museum. It is a Kalpa-sutra-K факасагуа-ката (accession no. 51:21), 
bearing the date Vikrama-samvat 1321 (A.D. 1264). But this is obviously not 
possible as the illustrations not only belong to the last quarter of the fifteenth 
century but no illustrated paper manuscript of the thirteenth century exists. 
It is thus plain that the manuscript including the colophon was copied from a 
palm-leaf manuscript of 1264 in the late fifteenth century and embellished with 
paintings in the contemporary style. 


DIGAMBARA MANUSCRIPTS: 


The tradition of illustrated manuscripts of the Digambara Jainas can be 
traced back to the twelfth century. Inthe centuries that followed it appears to 
have enjoyed a fairly widespread prevalence in parts of southern, western and 
northern India, but its production is very limited compared to the vast produc- 
tion of Svetambara illustrated manuscripts. 


THE PALM-LEAF PERIOD 


Three palm-leaf manuscripts—the Sat-khandagama, the Maha-bandha and 
the Kasaya-páhuda—in the collection of Jaina Siddhanta-basti at Mudbidri ` 
(Karnataka)? appear to the oldest illustrated texts of the Digambara Jainas _ 
(col.-ills. 12-21 in chapter 30 above). They deal with the karman philosophy and 
have the original Prakrit text written in the Kanarese script. The number of i 
trations in these manuscripts is limited: there are two in the Sar-khandag 


= 


1 This section is based largely on the material discovered by Saryu Doshi ai € 5 
her doctoral dissertation, in addition to the Digambara manuscripts which | A 
2 These manuscripts are also known as Dhavald, Jaya-dhavala and Ма 
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or afloral pattern and portrayals of divinities, monks, donors or devotees. 
The illustrations have a black outline and are painted in white, yellow and blue 
against а red background. Though they follow the west-Indian or Gujarati 
style in its characteristic angular rendering and the depiction of the protruding 
farther eye, they possess a distinctive southern flavour of their own. 


+ Only one of these manuscripts—the Sat-khandagama—is dated and bears 
the date of A.D. 1112. That the other two manuscripts must have been also 
executed at approximately the same time, that is circa 1112-20, is attested by 
the close affinities that exist among these three manuscripts in terms of their 
subject-matter and their style of painting. These manuscripts with their linear 
technique, their restricted palette and their limited number of illustrations 

; reveal that they follow the stylistic tenets prevalent at that time." Their simi- 
= larity to manuscripts executed during that period is again underlined in the ren- 
dering of the human figures where the plasticity of form is suggested by a wash 
of colour along the outlines. The iconographical representations of gods and 
goddesses here serve the same purpose as that of Tara in Pala art or the Vidya- 
devis in $vetambara manuscripts: their intent is magical? and their value esoteric 
rather than aesthetic. 


CP An interesting aspect of these paintings is that even though they fall into 
| the same pattern as that observed in other contemporaneous illustrated manu- 
Scripts, they are also marked by a regional idiom, as already stated. They 
T show a direct relationship to the coeval Hoysaļa sculpture in the delineation 
ofthe female form as also in the decorative treatment of the floriated tail of 


THE PAPER PERIOD 


nbara manuscripts from Gujarat none belonging to the period 
is to have survived. A manuscript of the Tattvártha-sütra* 


^^ 


- figures, their postures and their dress, as also in its architecture and furnishings, 


Story of Kálaka, Ahmedabad, 1949, figs. 22, 32, 43, 64, 66; W.Norman Ene 
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Bhattaraka Vidyanandin with his followers. The Bhattaraka is shown as being 

of heroic proportions and is seated on а cauki with a spired back. Facing him ` 
are seated, in three registers, male and female devotees and nuns. Above the 
monk is a ceiling-canopy patterned with interlinked eight-petalled flowers; 
above the devotees is a crenelated balustrate with panels of jali-work. 


This painting, in its principles of composition in the rendering of human 


is indistinguishable from other paintings executed in western India during that 
period.: 

The only other example of painting among the Digambaras from this 
region is a manuscript of the ‘opulent style’ practised in western India. It is 
written in golden ink on folios that are coloured red, purple, black or white 
(col.-ill. 30A). It is complete and features the text of the Yasodhara-carita, also 
known as the Jasahara-cariu, written by Bhattaraka Somakirtti in Sanskrit. Its 
twenty-nine illustrations are approximately of the same size and are placed on 
the right or the left side of the folio: two illustrations cover the whole folio 
(col.-ill. 30B; plate 276A). Along the four sides and the centre of each folio are 
panels of decorative designs. 


The illustrations are composed in full or partial registers and painted in at 
a combination of red and precious colours like lapis blue and gold. The con- ` pu < 
ventions of the linear technique determine the rendering of the human figures. - | 
They are angular, have the farther eye and are depicted in exaggerated postures. = 
The men weara dhoti,an uttariya that is draped across the chest and a tiara. 
The women also wear a dhoti, a coli, with long sleeves, an odhni that covers the 
head and occasionally a tiara. The fabrics are patterned with geometrical E 
designs, rows of geese or floral arabesques. The trees have thin trunks and curve Ж x 
inwards into the painting: the mountains are depicted as a pile of colourful — Ра 
boulders with trees growing out of them (col.-ill. 30A). The architecture takes. ©. d z 
the form of structures with jali-work panels or multistoreyed ао WA 5 7 
276А). Тһе furnishings consist of patterned ceiling-canopies and beds. with. A = E 
curved legs. e 


This manuscript, like the preceding one, in its compositions, its colours sand - 
its rendering of human figures and landscape, adheres to the се VOR ons the 


! See col.-ills. 25A, B, C, D; Moti Chandra, op. cit. 1949, figs. 89, ‚90, 


from the Лат Kalpasütra, Washington, 1934, figs. 7, 46, 48; W. Norman 
Illustrations af the Uttarádhyayana Sütra, Conn., 1941, figs. 32, 51, 1 19. 
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15. 30A, В, with col.-ill. 27). Certain cliches of that style! сап be recognized 
the iconographic portrayal of the Devi (col.-ill. 308), the toilet-scene of a 


CER illustration to accompany it. This method 
| the borders only is rare but not new; it is also 
ni Pol) Kalpa-sütra dated 1459* in Patan. 


г, ‘Earliest Devimahatmya miniatures with special 
the Indian Society of Oriental Art, УТ, 1938, 
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22. Jinadatta-süri with Jinaraksita, part of painted wooden book-cover, A.D. 1122-54, 


west-Indian or Gujarati style (Jaisalmer Bhandara) | 
x 


~ 


23A. Part of a wooden book-cover, A.D. 1122-54 (see text for earlier date), 
west-Indian or Gujarati style (Jaisalmer Bhandara) 
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25. A, Kalaka and disciples, B, army of Gardabhilla on the march, C, Kalaka and the Sahi 
chief, D, capture of Gardabhilla, folios from the Kalakacárya-kathá, west-Indian or 
Gujarati style (Collection of P.C. Jain, Bombay) 
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308. King Maridatta makes preparations for sacrifice to the Devi, folio from same as col.-ill. 30A. 
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36B. Srenika extols the beauty of the samavasarana, folio from the Adi-puràna 
(group 1), circa A.D. 1450 (see textfor later date), probably Delhi, 
north-Indian style (Private Collection) 
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CHAPTER 31] MINIATURE PAINTINGS 


The colophon of this manuscript informs us that it was executed in the 
Vikrama year 1551 (A.D. 1494). No mention is made of the place where it was 
executed, but the marked stylistic affinities to the Uttaradhyayana-sütra of 1472 
and the celebrated Devasa-no Радо manuscript of circa 1475 in its style of 
painting, its colour-scheme including the cluster of three white dots in the back- 
ground (cf. со].-Ш. 30A with col.-ill. 28C) and its border-decorations leave 
little doubt that the provenance of this manuscript is western India. Its entire 
conception is characteristic of the ‘opulent style’ that existed in that region 
during the fifteenth century. 


Northern India 


An Adi-purdna executed in Yoginipura (Delhi) and dated 1404: is the 
earliest illustrated manuscript on paper known to the Digambara tradition. 
Though not fully completed, this manuscript makes a valuable contribution 
towards the understanding of the variants that developed in west-Indian or 
Gujarati painting during the fifteenth century. The manuscript consists of two 
hundred and fifty-seven folios and has three hundred and seventeen spaces 
demarcated in the text for purposes of illustration. Unfortunately only one— 
the first one—of these spaces is painted (plate 278A); the rest are blank. The 
illustration is executed in the linear technique which employs angular rendering 
and shows the human figures with the protruding farther eye. The palette is 
mainly limited to primary colours. In the treatment of various motifs like the 
ceiling-canopy patterned with a floral design, the bed with curved legs and the 
decorative floral sprays one can recall the style of painting as practised in 
western India.” 


In its scheme of illustrations—the number of illustrations, their format and 
their placement on the folio—this manuscript presents a concept that is quite dif- 
ferent from the formal organization evident in the manuscripts from western 
India. The illustrations are not only much greater in number than in the manu- 
scripts from western India, but also reveal a much greater variation in their 
formats. Their sizes range from full folios—a scale as yet unattempted in west- 
Indian manuscripts—to panels that are long and horizontal or rectangular or 
square. Although the general preference is to place the illustration on the 
right and/or left side of the folio as in the case in the west-Indian or Gujarati 
manuscripts, it is not unusual to see more than two illustrations—all of different 
sizes—on the same folio. On the whole this manuscript exhibits a remarkable 


1 S. Doshi, ‘An illustrated Adipurana of A.D. 1404 from Yoginipura’, Chavi, Varanasi, 1972, 
pp. 383-91. 
? Moti Chandra, op. cit., 1949, figs. 59, 89, 90. 
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flexibility in the manner in which it arranges its textual and painted matter on 

= the folios—a flexibility that is found missing in the rigidly-conceived framework 
of the contemporary manuscripts from western India. Perhaps this new attitude 
may have resulted from an exposure to Persian tradition of painting. So, even 
while the style of painting of this manuscript maintains the same conventions 
as those in western India, in its scheme of illustrations it moves away from 
them. 


Envisaged on the same lines as this Adi-purdna of 1404 in its scheme of 
illustrations as well as its style of painting is the manuscript of the Майд-ригапа 
in the collection of the Digambara Jaina Naya Mandir, Old Delhi.’ The nume- 
rous illustrations of the Mahd-purdna, however, show lesser variation in their 
formats and tend to conform to certain set sizes. This conservatism is again 
reflected in its reluctance to place more than two paintings on the same folio. 
The illustrations, as a rule, are situated on the left and/or the right side of the 
folios. Even so, the character of this scheme of illustrations is dissimilar to that 
of western India. 


|| In the style of painting of this manuscript the affinities to the Adi-purdna 
| of 1404 are particularly evident in the rendering of the female figures (cf. plate 
| 219A, B, with 278A). In both, they are characterized by an extremely narrow 
waist and are attired in a dress that is patterned by similar stripes. The colour- 
schemes, in their preference for primary colours, are again comparable, but, 
because the paintings of the Маћа-ригапа are covered by a coat of yellowish 


lacquer-varnish, the tonal values ofthe two manuscripts do not quite match 
each other. 


| The many paintings of this manuscript reveal that even though they 
| employ the linear technique, they have assumed an expression that is at variance 
| м with that prevalent in western India (cf. col.-ill 29 with col.-ill. 25). For 
at that time the style in western India was pre-occupied with achieving refine- 
mentsin draughtmanship and enlarging its palette. The compositions, thus, 
became more complex, the rendering detailed and the palette enlarged and 
enriched by colours like lapis blue, gold and silver. Here, ‘instead, can be 
noticed a move towards simplicity. The compositions are spread out over 
larger areas and are less complicated. There is a lack of elaborate ornamenta- 
tion in architecture or on articles of furniture or on textiles. The colour- 
scheme is restricted to primary colours which is in direct contrast to the varie- 
gated palette generally employed in contemporaneous manuscripts from 


1 Moti Chandra, ‘An illustrated MS. of the Mahd-purdna in the collection of Sri Digambara 
Jain Naya Mandir, Delhi’, Lalit Kala, 5, pp. 68-81. 
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western India. Also the forms of clouds and trees are abbreviated versions of 
those noticed in the tradition of painting in western India. 


And yet, the style of this manuscript does not impress us as being an 
impoverished version of the style practised in western India. It has a sense of 
exuberance and vitality: its figures are lively and imbued with action (plate 
279A, B). Also, in this manuscript, can be discerned two formulas that do 
not occur in paintings from western India. One is the architecture of the 
pavilions (plate 279A) and the other the design of the chariot (plate 279B). The 
former, unlike its counterparts from western India, is not surmounted by balus- 
trades of jdli-work panels but fluted domes. The chariot-motif is shown with 
a flat base and a perpendicular front mounted with a monster’s head. These 
forms appear to portray local tradition! at least as far,as the domes ате 
concerned. 


It is clear from this evidence that even though the style of this manu- 
script, with its stress on line and angular rendering, is within the framework of 
of the west-Indian or Gujarati style, it presents а solution that is quite different 
from that developed in western India. On the other hand, its stylistic approach, 
in its rendering as well as its scheme of illustrations, finds parallels in that of 
the Adi-purdna of 1404—all of which leads towards the probable conclusion that 
Naya Mandir Майа-ригапа was written and painted in or around the 
region of Delhi in circa 1420. The date favoured by some writers like Moti 
Chandra, namely circa 1450, cannot, however, be ruled out as styles in Jaina 
painting continued over long periods of time without change. 


Almost identical in style to the Naya Mandir Mahd-purana is an. incom- 
plete but profusely-illustrated manuscript of the Bhavisayatta-kaha (col.-ill. 31, 
plate 278B). It deviates from the former manuscript only in the greater con- 
servatism it shows in its scheme of illustrations which does not include any 
paintings that cover the full folio, and shows even lesser variation in format. 
The compositions, though animated, are simpler and have a defined tendency 
to arrange their constituent elements in a row on the same ground plane. The 
slightly drier style of this manuscript would suggest that it is derived from, rather 
than contemporary with, the style of the Naya Mandir Майа-ригапа and thus 
can be ascribed to the region of Delhi, circa 1430, on the assumption that the 
Naya Mandir Mahd-purdna сап be dated circa 1420 and is not mid-fifteenth 
century. 


1 Cf. plate 279A, B, with Moti Chandra, op. cit., 1949, figs. 90, 150, and 156 respectively. 
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That the same tradition of painting existed in Gwalior is provided by a 

manuscript of Разанайа-сатё dated 1442, executed in Gopaàcala-durga 

(Gwalior). It is a text written by the prolific poet Raidhü who lived in circa 

1380-1480? and spent much of his life in the city of Gwalior. During the 

fifteenth century Gwalior was a centre of intense Jaina activity: colossal statues 

were sculptured in the rocky cliffs and numerous Jaina texts were copied. 

| This illustrated manuscript of the Pasanaha-cariu must have been made soon 
after it was composed. 


The scheme of illustrations in this manuscript is conceived along the same 
lines as those noticed in the Bhavisayatta-kahà. Here also most of the paintings 
are in the form of rectangular panels that conform to two or three set formats 

| and are situated от» the left and/or right side of the folio but not broad enough 
| to cover it fully. 


Although the style of painting of this Разапайа-сати shares features like 
its colour-scheme and its delineation of form with the Bhavisayatta-kahà, its 
compositions are less accomplished and itsline has lost much of its vigour. 
Its poorer drawing and execution notwithstanding, the style of this manuscript 
retains its sense of movement. Moreover, in the depiction of the human 
figures and their postures, as also in the introduction of new styles in their dress, 
a further stage in the growth of the tradition in the north is discernible. The 
men continue to wear the traditional outfit of dhotiand uttariya, but the women, 
in addition to the old dhoti-dupatta outfit, now wear a sari which is draped in 
a broad flaring band across the chest (plate 280A). New outfits like the jama 
d | and the paijama and the short tunic-paijama are worn by soldiers, who do not 
i represent a different ethnic type as is the case with the Sahis in manuscripts from 
western India but are natives of the soil (cf. col.-ill. 32 with col.-ills. 25, 26). The 
textiles, if patterned at all, have a dot-design: nowhere are seen the elegant 

` floral meanders and spiral patterns that were current in western India. 
The motif of the seated male figure with the yoga-patta around his knees was 
not unknown in the Bhavisayatta-kahàá; here, however, it is seen often enough 
for it to be considered as a feature of this style. 


1 Rajaram Jain, Raidhü заћнуа-ка Alocandtmaka Parisilana, Vaishali, 1974, plates 1-9. 

2 Ibid., p. 120. 

3 Ibid., p. 130-31; Rajasthan ke Jaina Sastra Bhandáron ki Grantha Süci (Hindi), 5 vols., 
ed, K.C. Kasliwal, Jaipur, 1949-62, I, p. 192, no. 137, p. 208. no. 245; II, p. 140, no. 171, p. 227, 
no. 1144, p.233, no. 1223, p.241, no. 1320, p.46, no. 501; III, p. 196, no. 119; IV, p. 172, 
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Though the sky is occasionally shown as a band as in the foregoing manu- 
scripts, it is now reduced further to being shown as triangular patches in the 
upper corners of the painting, or as semicircular loops along the top. Occasion- 
ally both forms are combined. The palm-tree continues from the earlier tradi- 
tion, but the tree with the curving trunk and ovaloid foliage has been replaced 
by a tree with a straight trunk and round or triangular-shaped foliage—its leaves 
arranged in rows. Water is conventionally depicted as before in overlapping 
concentric curves. The architecture consists of structures with low domes sur- 
mounted by a finial. Flowering sprays that were formerly used as space-fillers 
have been discontinued here; a large empty area is enlivened by a decorative 
circular medallion. An unusual feature of this manuscript is that above the 
hands of some persons appear objects that look like lotus-buds. 

° 

A manuscript of the Jasahara-cariu, again a text composed by the author 
Raidhu, is analogous to the Pasanaha-cariu in its scheme of illustrations and 
its style of painting. Itis obvious that both the manuscripts are governed by 
the same stylistic conventions in their choice of colours—including the ubiquitous 
coat of yellowish lacquer—and their compositions: only occasionally here the 
frame of the painting is broken by the fluttering end ofa scarf or a figure situated 
outside it (plate 280B). The affinities between the two manuscripts extend to the 
rendering of the human figure also (cf. plate 280B with 280A). The women 
are generally attired in sdris and the men in dhotis and uttariyas (col.-ill. 33). 
Only the hunters are clad in jamás and paijamas. In the treatment of land- 
scape there is no noticeable change between the two manuscripts, but the 
architecture of the pavilion in this manuscript is suggested mainly by a super- 
structure with three or five domes having a wash of red colour along their ribs. 
On the basis of the close relationship that this manuscript bears to the Pasanaha- 
cariu it can be assigned to a date circa 1440-50 and its provenance to Gwalior, 
though of course the style may also have been prevalent in the Delhi area. 


Slightly different in style from the two preceding manuscripts but never- 
theless within the same tradition is an incomplete manuscript of the Santinaha- 
cariu featuring yet another text written by the poet Raidhu. In its scheme of 
illustrations and its style of painting, including the cliche of having an object 
like lotus-bud placed above the hands of some persons, this manuscript 
abides by the conventions already noticed in the other two Raidhu manu- 
scripts. The colour-scheme however, appears to prefer lighter tonal values 


but it is difficult to be certain about this as these paintings are nous 


lacquered like the other manuscripts of this tradition. Executed care- ` 
lessly, this manuscript portrays badly-proportioned human figures with le 


419 


PAINTINGS AND WOOD-CARVINGS [PART VII 


heads and bulging eyes but in animated gestures (plate 281A). The most 
striking element in this manuscript is its costumes. The women wear sáris or 
dhotis and дирапах, but the men are, by and large, dressed in Persianized attire, 
no doubt in favour in the contemporary Sultanate period, like the long jama 
or a short tunic worn with a tight райата (col.-ill. 35). With these are worn а 
рака and an ийагіуа. On their heads they wear tiaras. In their essentials, 
though not in their details, these outfits resemble the ones seen in the Sikandar 
Nama, the Bharat Kala Bhavan Laur-Candà and the Tübingen Hamza Мата. 


The style of this manuscript appears to represent a further stage in the 
progression of the tradition of painting in north India and seems therefore to 
belong to a period circa 1450-60. But a somewhat later date cannot be ruled 
out. While it is possible that it was written and painted in Gwalior, the heavy 
accent on Persianized Sultanate costumes would indicate that Delhi may well 


| have been its provenance, as both these centres practised the same tradition of 
painting. 


There is one more copy of Raidhü's Jasahara-cariu. It is dated 1454. 
The first forty-two folios of this manuscript are lost but from the rest of the 
folios it is obvious that stylistically this manuscript belongs to the same tradition 
asthe three foregoing manuscripts. Its paintings are mannered and stylized. 
Ап unsual feature about this manuscript is the use of red colour for outlines 
(col.-il]. 34). Its palette, too, like that of the preceding manuscript, is on the 
lighter side and the paintings are devoid of any lacquer. The human figures 
are pert and are clad in the same sort of attire as is observed in the other 
manuscripts featuring Raidhü's compositions. But unlike the Sdntindha-cariu 
the preference for jamas and pdijamds is not evident here: only one solitary 
figure is in the tunic-paijama outfit. The women are dressed dressed in sáris; 
their folds project stiffly forward and are sometimes patterned differently from 
the sari. Most of the fabrics are white or plain in colour and if patterned at all 
they show a dot, striped or chequered design. In the landscape-elements the 
sky is treated dramatically in wavy bands with the outermost layer being white 
and the innermost being dark blue (plate 281B). The sky frequently takes the 
form of a curving band or a scalloped loop or occupies an upper corner of 
the painting. The tree with its trunk bending inwards and its ellipsoidal foliage 
is reminiscent of the trees in the Naya Mandir Mahd-purdna rather than the 
other manuscripts that feature Raidhü's texts. The foliage is sometimes 
shown as having a large cluster of leaves. 
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1 Cf. col.-ills. 35 and plate 281A with Khandalavala and Moti Chandra, op. cit., 1968, 
plates 99, 101-15, 117-23. 
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Of the two places—Gwalior and Delhi—where this manuscript may well 722-2) 
have been executed, the latter appears to be a greater possibility as certain 634 y3 
features of this manuscript, like the preference for fabrics with a stripe or a 
chequered pattern and the motif of the tree arching into the composition, are 
nearer those observed in the Naya Mandir Mahd-purana. 
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наа of their human figures and the manner in which the men wear thet- 
dhotis and uttariyas and the women their saris More evident parallels nom 
these are those that are recognizable in the group of manuscripts like the 
Sikandar Мата, the Bharat Каја Bhavan Laur-Candà and the Tübingen Hamza 
Мата. They are particularly evident in the costume-types of the long jamas, 
the tunic-pdijamd outfits and the manner in which the pleats of the saris project 
51у forward. In the treatment of the figure representing a Hindu, this 
latter group of manuscripts shows an ethnic type which has similarities to the 
figures seen in the manuscripts of Pdasandha-cariu and the undated Jasahara- 
сати“ The analogies between these two groups support the premise that this 
group of manuscripts, such as the Sikandar Nama, etc., may have been executed 
in and around Delhi. It is also possible to suggest that the date of their execu- 
tion may be circa 1450, rather than the late fifteenth century,* though this is 
controversial. The entire group of manuscripts such as the Sikandar Nama, etc., 
as well as the well-known Саига-райсайка group, have been classified by 
Khandalavala and Moti Chandra in their recent publication, An Illustrated 
Aranyaka Parvan of the Asiatic Society, Bombay, 1974, as belonging to what 
they term the Lodi school of painting. They would prefer a dating for the | 
Sikandar Nama, the Tübingen Hamza Nama and the Laur-Canda of the Bharat d 
Kalà Bhavan in the last quarter of the fifteenth century but at the same time d 
would suggest that any date in the second half ofthe fifteenth century may | 
approximate to the truth. - | 


Another manuscript of the Adi-purána possessing an individualistic style 
of its own also belongs to the tradition of painting in north India. The manu- 
script is complete but towards the latter part the illustrations have not been ` 


1 Cf. col.-ills. 33, 34 and plate 280A, B, with Khandalavala and Moti Chandra, ор. cit., 
1968, plates 2, 4, and figs. 11, 15-18, 33, 36, 39, 43, 44. 

2 Cf. col.-ills. 32, 34, 35, with ibid., figs. 90, 101, 102-04, 109, 117, 118, 125. 

* Cf. col.-ill. 33 and plates 281A, B, with ibid., figs. 99, 101-03, 108. 

* Ibid., pp. 50, 53. 
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| | executed—the spaces reserved for them аге left blank. Its scheme of illustrations, 
aa like the other manuscripts of the northern tradition, contains numerous illus- 
n | trations of varying formats. While most of its folios have paintings on the 
M | left and/or the right side of the folio, others have the paintings placed in 
|| interesting arrangements which show an integrated relationship between the 
"na textual and the painted matter and reveal ап approach like that noticed in 
| Persian manuscripts (со].-Ш. 36А and plates 282A, B, 283A). The paintings 


appear to be composed in small panels added to one another (plate 282B). 


E [ied | Stylistically, the folios of this manuscript fall into three groups. The 
n. first group comprises folios 1-39, the second folios 40-160 and the last folios 
161-77. The second and the third groups possibly represent an attempt to 


| B | complete the illustrations at some date subsequent to the first group. 

It LAN ^t 

|| E The style of painting in the first group conforms to the northern idiom 

| B I except that its colour-scheme is more extensive than before and the drawing is 
| | becoming increasingly stylized and mannered. The figures are elongated and 
| б their faces are more angular (col-ill. 36A, plate 282A) In the male figure 
| d M i the faces have a wash of colour along their jaw-line suggesting the down of the 


beard (plate 282A). They wear short dhotis, an uttariya draped in ап unusually 
low loop and a tall tiara. Only occasionally are they attired in a јата and 
high boots. The female figures are dressed in saris with the pleats projecting 
outwards and the end passed diagonally across the chest in a flaring band. The 
textiles, when not plain, have a striped or a crude pattern. The landscape is 
imaginatively handled (col.-ill. 368). For example, the trees are shown with 
creepers entwined around their trunks and birds or monkeys seated in their 
foliage: their leaves are veined in red or yellow and are generally arranged in 
rows or in a circular pattern. The forms for mountains have usually some 
` variation on the basic formula of slabs with voluted tips but sometimes are 
Е reduced to circular boulders piled one upon another or stretched along а рат. 
_ Clouds are enlivened with lightening. For the first time in this tradition 
__ panels of pure landscape are introduced. The architecture of the pavilion shows 
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paintings. Amongst these can be cited the wider spectrum of the palette, the 
occcurrence ofthe cliche of the wash of colour along the jaw-line of the 
faces of the male figures, the motif of the man seated with a yoga-patta 
around his knees and the veining of the leaves in the trees in red and yellow.* 
But no far-reaching conclusion can be drawn therefrom. 


The style of painting of the second group of illustrations in this manu- 
script stands somewhat apart from that of the foregoing group despite several 
generic similarities. The range of colours employed in it is narrowed down 
to mainly blue, white and dull green. The drawing is more accomplished 
and has an agitated rhythm and beauty not yet observed in this tradition 
(col.-ills. 36C, D). Тһе most significant change, however, is the manner in 
which the human figures are portrayed. The faces of these Sgures are rendered 
in true profile—without the farther eye—and have assumed a distinct squarish 
cast. They are shown in various attitudes; and the seated man with the yoga- 
patta around his knees has by this time become а pronounced feature of this 
style. The men are clad either in the old traditional type of outfit comprising 
the dhoti and the uttariya or the new Persianized Sultanate attire of the jama 
and the райата (col.-ill. 36C). With these outfits is worn either a tiara placed 
in front of a high spiked headgear or a turban that is wound around a plain 
or a latticed kulah (plate 282B). The women wear the sari in a manner that 
corresponds to that of the preceding manuscripts. The only new element in 
their ensemble is the peg-earring (col.-ill. 360). The textiles employed here 
generally appear to be of a thick coarse variety and are usually white in colour 
without any patterns whatsoever thereon. The landscape is in accordance 
with the formulae of the northern tradition—the tree with a large cluster foliage 
is identical to that seen in the Jasahara-cariu of 1454—but its rendition is more 
sensitive and elegant. Sometimes the foliage of the trees is surrounded by 
little white and yellow stars. The pavilion continues to have a superstructure 
of striped or fluted domes or kiosks with pitched roofs. Quite often, along 


1 This group consists of the Caura-paficdsikd series (Municipal Museum, Ahmedabad), the 
Laur-Candá divided between the Museums of Lahore and Chandigarh, scattered folios of a 
Bhágavata-purána series, the Mirgávat of the Bharat Kala Bhavan, the Laur-Canda of the 
Rylands Library, Manchester, the Гаиг-Сапаа of the Prince of Wales Museum, the Мала-ригапа 
of 1540, the Aranyaka-parvan of 1516 in the Bombay Asiatic Society, the Vijayendra-Süri Raga- 
mālā and the Gita-Govinda of the Prince of Wales Museum. All these manuscripts have been 
analysed by Khandalavala and Moti Chandra in op. cit., 1969, pp 64-109, and more recently in 
An Illustrated Aranyaka Parvan of the Asiastic Society, Bombay, 1974, where this group is given 
the nomenclature of the ‘Lodi School of Painting’. 


? Cf. col.-ills. 35A, B, and plate 282A with Khandalavala and Moti Chandra op. cit., 1969, 


plates 16, 20, 21. 
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the edge of the roof is a row of battlements. The interior of the pavilions is 

B , decorated with a canopy tied to the ceiling in loops. Below it is depicted a 

B E ; bed with or without long diagonally-placed cushions (plate 283A). A noticeable 
a" development in the style of this manuscript is a tendency to interpret the hieratic 
subject-matter in genre terms. 


É 
| The group better manifests several features that are identifiable with the 
| Caura-paficasika group of paintings. Predominant among these is the conception 
НА ofthe human figure. They exhibit the same squarish faces with long large 
ГЕ ! eyes; the same postures are employed including the man seated with a yoga- 
"a patta around his knees. Certain similarities in costumes include little details 
like the peg-earring worn by the women. The tree with stars around its foliage, 
the shape of the chariots and the pavilions with their domes and battlements 
as well as their interior furnishings are common occurrences in this manuscript 
as well as in the Caura-pancásikà group of paintings. 


| 
H The third and last group of folios in the Adi-purdna must have been 
| || | painted centuries later and are very poorly executed. 
| | 
| 
| 


Though groups 1 and 2 are somewhat divergent stylistically, both are 
easily identifiable with the northern idiom of painting: each has its own set of 
analogous features. Again, both reveal certain similarities to the Саига-райсаяка 
group of paintings, though in different motifs—the second group much more 
than the first. Through this manuscript, then, can be established an intercon- 
nexion between the style of painting employed in the Саига-райсаЯка group 
and that existing in northern India. 


The more sophisticated style of this Adi-purdna in relation to the other 
manuscripts from the northern region would indicate a metropolitan centre— 
probably that of Delhi—as the place where it was painted. In its date the first 
—— — — group seems to the earlier than the second group judging from the fact that 

AL ERES similarities lie in the direction of the style of the Pasanaha-cariu of 1442 and 
` the M егы of 1454. It was probably painted in circa 1450. The second 


of 1516 in its treatment of the human figure, the landscape 
On the basis of these affinities it can be ascribed to à 


23, and figs. 187, 189, 191, 194, 199. 
lates 282B, 283A, with ibid., plates 13-16. 
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be separated from each other by a period of twenty-five years at the most. 
Khandalavala, however, regards the two groups as quite distinct and done at ' 
rather widely-separated periods of time. He suggests for the first group the late 
fifteenth century, that is circa 1475-1500, and for the second group a date near 
about that of the Маћа-ригапа of 1540 (to be mentioned below). Thus, the 
second group would according to him be of some time between 1520 and 1540. 


A. direct continuation and advancement of the stylistic trend prevalent in 
northern India and as seen in the preceding Adi-purdna (group 2) is evident in 
the Майа-ригапа of 1540 written and painted in Palam (near Delhi): It is 
apparent in its scheme of illustrations, though now the scale has become much 
more ambitious. Many of the paintings cover the full folio or extend across it 
in the form of long horizontal panels. Most of them are situated on the left 
and/or the right side of the folio or ‘occasionally even in thé centre. A certain 
deterioration is evident in the drawing which has lost its former fluidity of line. 
Even so, the paintings are accomplished and are imbued with a sense of move- 
ment (plate 284). The palette employs a greater number of colours and а 
coat of lacquer is applied to the illustrations. The larger compositions are 
constructed in additive panels. The subject-matter of the paintings is viewed 
increasingly in a secular context. 


The treatment of the human figures and their costumes are consistent 
with what has been observed before in the northern tradition. The faces of 
many of the male figures reveal a wash of colour along their jaw-line and 
upper lips as in group 1 of the Adi-purdna. Except for the postures which 
have changed from sitting to squatting positions the treatment of the human 
figure has not been altered. The textiles are more elaborately patterned. The 
landscape, the architectural motifs, the chariots and the thrones continue to be 
in the same style as in the older manuscripts; only the mango-tree and the 
walled city with its inhabitants seated in pavilions are new (plate 284). 


This manuscript represents a culminating-point in the development of the 
northern idiom. At the same time it can be considered as belonging to the 
Caura-paficasikd group in its style since like that group it uses а varie-coloured 
palette, its human figures are drawn in true profile and their postures and 
gestures are also comparable. The depiction of landscape and architecture 
including the decorative device of the a Patten is in agreement with 
what is seen in the Caura-paficasika group.” 


1 Ibid, pp. 69-78. 
2 Ibid., plate 21 and figs. 190, 191, 195. 
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` The earlier manuscript of the undated Adi-purana, too, had evoked 
certain parallels to the Caura-paficasika group. The cumulative evidence of 
these two manuscripts—the Adi-purana and the Майа-ригапа of 1540—suggests 
that both of them are examples, amongst others also, of an emergent style 
which effloresces into the Caura-pafica$ikà style. They indicate, furthermore, 
that the origins of the Саига-райсаяка style lie in the painting that was 
practised in northern India.! 


A survey of all these manuscripts executed in Delhi and the neighbouring 
regions gives us a fair idea of the style of painting as it developed in that region 
in the pre-Akbar period—during the Lodi rule. It establishes, besides, that this 
style was related to and yet distinct from the style coeval in western India. For, 
when the style in northern India is compared to that of western India, the former 
reveals that it incládes much greater number of illustrations in its texts—often 
to the extent of being needlessly repetitive. Again,in the organization of its 
textual and illustrated matter on a folio, the northern idiom is less inhibited and 
more inventive than the western idiom which has a very formal arrangement. 
The compositions are energetic and in costumes, architecture and furnishing the 
two idioms appear to portray local peculiarities. 


As a style, the northern idiom presents a steady progression in its deve- 
lopment by introducing new forms and experimenting with novel methods of 
composition. By contrast, the style in western India, though more sumptuous 
and elegant, tends to develop inwardly within its own framework and as a 
result becomes effete and static. 


In 1556 Akbar ascended the throne of Delhi and the cultural ferment 
that characterized his reign seems to have had a very decided repercussion on 
the pictorial expression of the period. On the west-Indian style of painting, 
the effects can be observed in the treatment of human figures and their attire 
in many manuscripts amongst which can be counted the Samgrahani-sitra of 
1583, executed in Matar’ and a Yasodhara-carita of 1596 (col.-ill. 37). The 
same trend is also reflected in another Yasodhara-carita of 1590 executed in 
Amer, the capital of the Kacchwaha Rajputs (plate 283B). 


Though the Digambara manuscripts are outnumbered by the Svetambara 
ones, there is no reason to believe that the Digambara community was copying 
the Syetambara for propaganda value. The real reason may well be that the 
Svetambara Jainas were oriented towards this form of religious expression 


1 Khandalavala and Moti Chandra, op. cit., 1974. 
2 Moti Chandra and Shah, op. cit., 1968, pp. 367-68. 
3 Khandalavala and Moti Chandra, op. cit., 1969, p. 69. 
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more than any other community. The Hindus, the Buddhists, the Digambara 
Jainas, the Muslims—none of them can singly or collectively match the prolific 
output of the Svetambaras. 


Aside from the divergence in the number of manuscripts commissioned, 
the Svetambara and Digambara traditions differ a lot in the texts they chose 
to illustrate. The lives of the Tirthankaras is a popular theme with both sects, 
but in the Svetambaras it generally takes the form of the Kalpa-sütra and in 
the Digambaras that of the Mahd-purana. Again, the Svetambaras illustrate 
the Uttaradhayana-sütra, while the Digambaras select the Yasodhara-carita. 
Apparently their choice was determined by sectarian values. Also each sect 
repeatedly illustrated the same text—a trait which is shared by other communities 
as well: for instance, the Hindus preferred the story of the Bala-Gopala-stuti 
and the Sultanate Muslim tradition illustrated the Sikaa«dar Мата and the 
Hamza Мата. 


Despite these differences, when it came to choosing a style with which to 
illustrate their manuscripts both sects depended upon the style that existed in 
that particular region at that time. Thus, the Digambara manuscript of the 
Yasodhara-carita of 1494 is indistinguishable from other Svetambara manuscripts 
of the ‘opulent style’ from western India. If this YaSodhara-carita of 1494 
departs from the other manuscripts of the YaSodhara-carita, it is because they 
belong to different areas. For it is clear from a study of these Digambara and 
Svetambara manuscripts that during the fifteenth century the west-Indian or 
Gujarati style had begun to diversify into regional trends. While it retained 
its essential and distinguishing characteristics, local influences asserted them- 
selves in the depiction of architecture, furniture, chariots, decorative designs | 
on textiles and other objects. And, it was this local style that served as the | 
vehicle of expression for illustrated documents from the region, regardless of | 
whether the text was Islamic, Hindu, Jaina or Buddhist. Therefore, the Hindu | 
Bala-Gopala-stutis are painted in the same style as the Svetambara Kalpa-sütras 
in Gujarat, while in northern India the Digambara manuscripts are stylistically || 
comparable with what has been termed the Sultanate Lodi group. 1 


Together, these Švetambara and Digambara Jaina manuscripts provide 
valuable clues towards the understanding of the trends that existed in the paint- 


e اسیا‎ .——— e— س‎ 


ing of the pre-Mughal period. They help to project the various developments A = 
and ramifications of these trends into a sharper focus and thereby contribute ES = 
significantly to the history of Indian painting. E 
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CHAPTER 32 


WOOD-CARVINGS 


INTRODUCTION 


SOME OF THE MOST INTRICATE AND CHARMING WOOD-CARVINGS WHICH HAVE 
survived the ravages of time are found in Gujarat and Rajasthan and mostly 
belong to a period ranging from the seventeenth to the nineteenth centuries. 
— The best examples out of these owe their origin to Jainism. The dry climate 
` of Gujarat and Rajasthan, in which the wooden things could last much 
longer than the other parts of the country, must have provided the incentive 
` for the extensive use of wood in this region. Another important reason of 
- (5 patronage could have been its heat-resistant quality. Moreover, wood 
| was readily available in the forests of the neighbouring Madhya Pradesh and 
could be transported easily. The artist-carver must have realized that it was 
isy to carve figures, lattices, perforations and other minute details in wood 
and its embellishment took less time than other media like stone. Wooden - 
ies of the houses of Gujarat and Rajasthan not only looked elegant 
vided more air also. The use of wood had another advantage, namely, 


domestic house usually has either a Tirthankara image ог 
ihna 1 (( rteen dreams, etc.) carved on its door-lintel or window-frame 


l and creeper patterns,’ дудта-ра!аз, etc. А wooden 
on characteristic ofa Jaina house. The structure is 
sed plinth and has a small ома in front, where pillars 
store} and o on stone bases. The front wall is divided 


it is, e gs etc. 


Any person of 
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some means would have some carving at least either on the pillar or on the door 
or window-frames of his house, the extent of the elaboration i increasing with the 
financial status of the builder. 


Thelarge number of parts wherein wood was usedin a Jaina house 
in Gujarat and its neighbourhood made it possible for the wood-carver to 
devise various artistic. forms and designs, which were, from time to time, 
elaborated and refined under the impact of various styles that influenced 
the art and architecture in this region. The stone-carver has assimilated 
all the various motifs formerly worked in wood ; conversely, domes and 
arches which are the special features of constructive art in stone and brick 
have been successfully adopted and executed in wood. The really unique 
feature, however, where the wood-carver has had the greatest play because 
of the possibility of deep undercutting, which is possible in wood alone, has 
been the madal or bracket which is the most notable speciality of a Jaina house. 
A fanciful combination offloral scrollwork, animals, birds, human figures 
and deities intermixed with intricate geometrical designs is the distinctive 
feature of wood sculpture, as expressed in the carving of brackets: The 
brackets are, no doubt, utilized in temples also but there the subjects treated 
are limited only to figures which portray heavenly musicians and dancers, 
carrying musical instruments and standing in different poses of classical 
dance. 


The entire construction was so devised as to combine art with utility, 
regulated by climatic conditions, the mode. of living and social and economic 
status of the people. Doors, windows, pillars, beams and brackets were the 
main parts on which the wood-carvers lavished their skill. "The door is divided 
either into square or rectangular panels enclosed by thick wooden frame 
running vertically and across-wise. The door-panels are either plain, carved 
or perforated with jali-work. The windows are either built in or projecting. 
The window-frames on the ground floor are done in a comparatively simple 
style, but onthe upper storey the ornamentation is profuse and varied. In 
some cases, we get windows of the usual type, having two plank-leaves which 
can be opened and closed at will. But in most of the cases the upper-storey 
windows are without leaves to let in air and light directly. When jali or screen 
is worked in wood, it has exquisite floral designs carved with interstices left for 
air and light. Such windows were quite popular in and around Patan. 


Muslim influence infiltered into Jaina architecture as well, and v we een cs 


find arched windows in houses. 
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г and TON ma no MM sim human and animal figures. The upper 
_ Бапа shows a Tirthankara in a shrine towards which a number of people 
are going to pay their homage. The arch has winged figures, another Muslim 
= feature. The beaded decoration on the top band is a common feature of 
| this period. | 


‘The pillars which support the upper storey either stand on a raised она 
_ (platform) or are built into the wall. They are generally square but not infre- 
_ quently round and fluted, sometimes tapering as they go upwards. In the 
_ elegant tapering pillars, we have a reminiscence of Mughal architecture. 
| The architraves and beams which support the upper storey are decorated 
With festooning, Jótus-flowers, string-frieze and foliated designs. Most of 
_ the houses have a balcony, which helps relieve the monotony of plain walls 
and thus provides distinctiveness to the storey to which it belongs. The 
` lower storey is marked by the greatest simplicity, except for stringed friezes or 
_ some fluted | ‘supports or lightly-ornamented brackets. However, the leaves and 
+ frames of the ground-floor doors are usually heavily worked and compensates 
for the other simplicity. 


ات 


Followers of ahimsd, the Jainas can be often seen feeding pigeons or 
care of wounded birds. This is why quite often we find that a 
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ts, peacocks, etc, Some of these are exquisitely carved and 
th statuettes worked in wood. These pigeon-houses are 
slim architecture and have domes and brackets, of course 


Jaina houses. Decorative furniture that came into 
25 limited in number. Some of these, viz., the 
in cupboards), ратага for keeping water-jars, 
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Gujarat 


PLATE 285 
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2 Gujarat : polychrome wooden mandapa, outer part 
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Gujarat : polychrome wooden mandapa (plate 286), detail of elephant-rider 
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PLATE 287 
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Gujarat : polychrome wooden mandapa (plate 286), ceiling 
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wooden door-frame 


Gujarat 


PLATE 290 
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Gujarat : door of a wooden house-shrine (plate 291), detail with auspicious dreams and Саја :Гакѕті 


PLATE 292 
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isa special feature of the Gujarati Jaina community and almost every house 
of any means has а shrine of its own. Although in Gujarat and south India 
even Hindu houses have home-shrines, the Jaina derasars have their own 
distinct characteristics. Those are the exact small replicas of their wooden 
and stone prototypes which are reproduced in a miniature form for family- 
worship. Most of these are embellished with minute carvings which varied 
with the richness of the family. 


One of the earliest dated derasar is the Santinatha derasar in Haja n! 
Patel's Pol, Kalupur, Ahmedabad. According to a stone inscription, the E 
temple was completed in Vikrama-samvat 1446 (A.D. 1390) by one Sheth 
Somji. The entire temple is a wooden structure with a mandapa enclosed 
bya dome, 3:35 m. square, which has seventeen concentric layers of carvings, 
made of two hundred and forty-eight pieces. Though the pillars supporting the 
dome are plain, they are adorned by brackets and architraves which are 
richly carved with animals, chariots, Dik-palas, celestial musicians and | 
dancers in classical poses? Many more early derasars exist in Jaina houses 
in Gujarat, but most of them are unpublished so far and their exact date is 4 
not known. In fact, periodical repairs bar any guess on their exact date. E 
The Sri Pargvanatha derasar in Sri-Sameta-Sikharaji’s Pol, Mandavi Pol, 
Ahmedabad, is said to be about three hundred years old, i.e. of the seven- 1 
teenth century. Ahmedabad, being the hub of the Таша community, has 28 T 
several noteworthy derasars: $1-Ащапа а derasar in Vaghan Pol, Zaverivad ; DUE 
Cintamani Par$vanàtha and Sahasra-phana Par$vanatha derasars in Nisha Pol; 
$ri-Vasupüjya-svàmi and Sri-Sitalanatha-prabhu derasars in Shekhpada, 
Zaverivad; Sri-Suparsvanatha derasar in Sri-Ramji’s Pol; and Нада Patel’s 
Pol.? 


Ghar-derasars are known from other parts of Gujarat as well. Patan | 4 
is an important city having many Jaina residents and the family де of. t 
Sri-Lalubhai Danti at Машай Pada and Sri-Rsabhadeva-svami's . d 2 8 
Kumbharia Pada are famous ae of house-shrines in that 0. ji : 


1 Ibid., p. 46. 
2 [bid., р. 46. 
з Ibid., pp. 45-48. 


431 


Ó" carvings, specially seen in the elephant with riders with typical pagri (turban) 
| | | on its four outer corners, which are carved in the round (plates 286 and 287). 
ЕЕ Like all other mandapas, this is of several pieces joined together. Two of the 

BE four other sides of the main beams show seven seated Tirthankaras (plate 286). 

| The perforated jalias well аз the curved niche show Muslim influence, The 
| ; А elephant, covered with a nicely-decorated ша and howdah, has ghantaà, 
| headgear, necklace and anklets and has a natural air about it. 


IU № The ceiling of the octagonal mandapa reminds us of the famous Mount 
ТЕЗ Abu temples (plate 288). Sixteen apsarases adorn the dome. From its centre 
| | hangs a piece with a decorated floral pattern. The lowermost bearer of the 
dome shows a continuous procession which terminates at a Tirthankara shrine 
(plate 289). The procession gives a glimpse of the contemporary social life. 

| | The apsarases, other figures, the elephants with riders, etc., point to a 
|| | B sixteenth-seventeenth century date and a provenance around Baroda. Another 

К example of interest in the National Museum is a door-frame (caukhat) of 
| some Jaina household-shrine (accession no. 60:1153), evident from a seated 
n Tirthankara figure in the centre of the top panel(plate 290). The flywhisk- 
i 4 bearers, one on each, flank him and nine garland-bearers on each side are 
| | seen carrying garlands forming an interesting pattern. The two side-posts, 
besides showing the four-armed figures of dydra-palas, one on each side, 
show four niched figures attending the Tirthankara. Creeper-motifs run 
through the whole door-frame. Although badly damaged, the figures point 
out to a seventeenth-century date and an Ahmedabad provenance. 
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Yet another example in the National Museum is а small door (accession 
по. 47'111/1; size 100x60 cm.) of a household-shrine (plate 291). Though 
smaller in size, it has all the details which a large door usually has. It has 
atwo-leaf doorway which can be opened and closed. Both the leaves are 
carved with beautiful floral patterns set in big and small squares. The 
top lintel shows fourteen auspicious dreams (plate 292), a typical feature 
of the Jaina carvings. Below this panel is seen a four-armed seated Laksmi 
_ flanked by standing female cauri-bearers. The bottom panel shows two 
4 and the two side-posts show а dvara-pala flanking the shrine on 


oetz, "The post-medieval sculptures of Gujarat', Bulletin of Baroda Museum and 
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and has been dated to the sixteenth century. The National Museum door- 
frame, however, can be dated to the eighteenth century, as its execution of 
floral patterns and figures is much bolder and lacks the fine quality of the 
Baroda Museum specimen, 


The Prince of Wales Museum of Western India, Bombay, has yet another 
wooden mandapa ofa house-shrine? (plate 293). Standing on a double-stepped 
platform, 188 cm. long, 156 cm. wide and 39 cm. high, the mandapa is 
supported by four elaborately-decorated and slighly-recessed pillars which 
were once painted. These pillars have miniature niches enshrining the 
dancing-figures of heavenly musicians and male and female deities. The 
bottom of these pillars shows figures of Visnu and Brahma with attendants. 
The capitals are profusely carved with Mughal and indigenous motifs including 
the figures of birds and musicians in niches and recessed O6rnamentation. Of 
the three surviving bracket-figures two show female heavenly musicians and the 
third a mrdanga-player. The female musicians are dressed in a short coli, 
a tight skirt, райата and a long thin brocaded scarf which comes down the 
shoulders in a loose knot between the legs. The mrdanga-player also shows а E 
Mughal-period costume—jamá with six points, patkà and atpati turban. 


On the top of the capitals are fixed four entablatures which support the 
dome. The mandapa being Jaina, the carver has embellished it with stories 
of Tirthankara'slives. The friezes represent processions with elephants, horses 
and riders, footmen with palanquins, chariots driven by horses and oxen, 
male drummers riding camels and horsemen blowing trumpets vigorously 8 
(plate 294A). Ап Acarya preaching to the monks is also a favourite theme. ‘ 


| Above the friezes rises an octagonal dome (plate 2948) reaching a height 
| of 46 cm. decorated with concentric circles from inside. Externally, the dome 
| has the appearance of a receding stepped pedestal with simple ornamentation 
| consisting of the figures of Gaja-Laksmi and pürna-kumbhas in miniature 
| niches. Fourteen dreams and other auspicious symbols also occur. The 
| 
| 


Ya ` Wa 


mandapa can be safely assigned to the Akbar period, i.e. about 1600, on the — у 
basis of the costumes and the style of carving. : EX 


The Baroda Museum and Picture Gallery, Baroda, also has an excellent 
example of a wooden house-shrine. Goetz believes that it once formed a бы кы 
of the house of a rich Jaina merchant of the Broach area. The mand. р 


1 S.K. Andhare, *Painted wooden mandap from Gujarat', Bulletin of the Prince of В Wa 
Museum of Western India, 7, Bombay, 1959-62, pp. 41-45 and plates 29 to 330. P к +" 
2 H. Goetz, ‘А monument of old Gujarati wood sculpture”, Bulletin ee the e posi. Museum 
and Picture Gallery, УТ, parts I-II, Baroda, 1950, p. 2. ^ X 
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6:6 m. long, 3:3 m. broad and 3:1 m. high. It is supported by six columns and 
two pilasters, and, at present, is open in every direction. The central dome 
rises from an octagon on top of a square supported by four architraves measur- 
ing 3:3 m. The two wings have flat ceilings. The columns rise from very 
late Mughal bases and go over into late Gajarati capitals. The pillasters are 
decorated merely with rich friezes of lotus-roundels. The architraves around 
the central dome are covered with relief-panels showing some Jaina legends, 
those around the lateral ceilings with ornaments of various types and times, 
one with peacocks, others with single figures or panels representing Laksmi 
or Ambika. The central dome, rising on top of two circles of stylized lotus- 
petals, is covered with multitude of single figures and relief-panels, some 
originally belonging to it, more, however, added at later dates. These show 
the usual figures оф godlings playing musical instruments, females, processions 
(plate 295A), Dik-palas, apsarases and heavenly dancers, Jaina saints being 
worshipped (plate 295B), etc. 


The mandapa, however, does not form one uniform work, but is the 
product of successive alterations, repairs and additions, most of which have 
developed organically one from the other. The whole structure can be 
reduced to two main phases, an older shrine of the late sixteenth and early 
seventeenth centuries, and a reconstruction in the sixties or seventies of the 


nineteenth century during the times of the Maharajas Khande Rao (1856-70) 
and Malhar Rao (1870-75) of Baroda. 


The Jaina stone and wooden temples are generally enclosed by a wall, 

— the inner side of which has niches for the various Tirthankaras. The main 

ж temple is thus well-protected from rain and water. This peculiarity has tended 

EX vto: protect some of the wooden structures of Jaina temples to the present 
ae сов them from the ee of weather. 


George Watt is of the opinion that ‘a grammar of 
might, in. fact, be written from the study of wood-carving 
nsta that the wood and stone-carvers belong to one 
у йо accepted as an additional evidence in favour of 
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dome is made circular by the arrangement of pillars, twelve in n 
erected equidistant and bridged by architraves. Bracketed M a 


edifice, provided a Voss fertile field for the presentation of the mos ° 
features of wood-carving. ў 


DRE ud bands of ornament and is а NE 588 I 
the apex. Eight large bracket-figures are placed at equal int 
inside. There are female musicians and dancers, and betwe 
these is a seated male figure with two attendants. There are 
under the dome and helping to support it are four ba 
ing inwards from each side of the apartment, which ai 
(plate 296). Lower still is a dado zu l 


The Jainas believe thi 
was carved in his life-time w 
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prior to his renunciation." In spite of the tradition, по wood-carvings in the 
round depicting Tirthankaras have been found so far. At what time the 
transformation from wood to stone or bronze took place it is difficult to say. 
But those who are conversant with the ritual of Tirthankara worship will 
immediately understand the reason for abandoning the wood-sculptures. The 
daily washing of images by water and milk, the application of sandal-paste, etc., 
do not allow the use of wooden sculptures for worship. However, subsidiary 
and allied carvings as part of architecture have a better continuity in wood 
and quite a few of these can be seen in different museums and private 
collections. 


Most of such sculptures which once formed part of the architecture of 
Jaina mandapas, heme-shrines and temples belong to the seventeenth to the 
nineteenth centuries, earlier examples having disappeared long ago because 
of the perishable nature of the material. All such examples share the following 
common features: (i) they are smaller in size when compared to their 
counterparts in stone; (1) once detached from the structure, most of these look 
as if carved separately and independently; (iii) they are carved in such a way 
thatone side, which was earlier attached to the architectural piece, is not 
finished properly ; (iv) usually they are coloured; and (v) they come from one 
orthe other parts of Gujarat and Rajasthan, thus inheriting the characteristic 
features of that region. The dry climate of the region helped in preserving 
| these sculptures. To illustrate these points we will discuss here some of the 
Jaina wooden sculptures. 


Almost all the Jaina mandapas have several beautifully-carved female 
figures, either playing on various musical instruments (fig. XXVI) or in 
— various dance-poses (plate 298). Charming figures putting on anklets (payal) 
— is yet another motif seen among these nymphs (fig. XXVII). Sometimes 
_а miniature figure is seen imitating a bigger figure at its footsteps (plate 
a mother is seen carrying her child in the typical Indian way 
B). As already stated, almost all these examples were once 
ome still retaining traces of paint. Although they were meant 
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Fic. XXVI. Gujarat : wood-carving, Fic. XXVII. Gujarat : wood-carving, 
female musician a nymph putting on anklets 


Rectangular panels, once part of wooden shrines, are still more interesting 
as they provide usa peep into the contemporary life. One such panel shows 
Jaina monks (with cloth-pieces tied on their mouths) being greeted by 
villagers who are offering them numerous things (plate 300A). An equestrian 
figure, in the lower right corner, supervises the ritual and many other followers 
are seen bowing to the saints with folded hands. While one man is holding - 
а garland, another stands by his side holding a pürma-kumbha and rosary. А 
pair of dogs, seen in the lower right corner, provides a realistic touch to the 
whole scene. 


ED come 


It is interesting to note that Jaina wooden panels: often depict bullock- = 
carts in their procession (plate 300B). These carts are always carved with ` 
an utmost care and show bullocks in walking-posture accompanied by fi 
in front and back. Yet another mode of travel in the ancient days, 
for the royal persons—the palanquin—also finds depiction 
The example illustrated here (plate 300C) shows a royal 


1 Shah, op. cit., pp. 5 and 8. t 
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palanquin accompanied by elephant-riders in front and horse-riders in the 
rear, making it clear that the figures are royal indeed. The way the male 
figure has tightly held a support to hold his balance is noteworthy and shows 
the minute observation of the wood-carver. The pole-bearers have also been 
depicted with a rare sense of realism. 


Another very interesting frieze showing the marriage-procession of 
Tirthankara Neminatha has recently been acquired by famous art-connoisseur 
of Bombay, Shri Haridas К. Swali. Itis 2:28 m. long and 25 cm. high and 
still retains a thick coating of paint. From left to right, it shows two equestrian 
figures and a bullock-cart, trumpet-blower and drummer, a royal figure holding 
garlands in both hands accompanied by female figures, marriage-mandapa, 
house-scene, animals and a scene showing preparation of sweets for marriage. 
The mandapa scene showing piled-up pots, festive hangings and sacred fire is 
quite interesting and gives us a glimpse of sixteenth-seventeenth-century Patan 
(Gujarat), its probable date and place of carving. The other scene showing 
preparation of eatables is quite amusing. While two figures are busy stirring 
up some thing in a large bowl onfire, a figure is seen quietly picking up 
some sweets unnoticed from the rack near by. 


CONCLUSION 


The foregoing discussion shows the wide range and variety of Jaina wood- 
Carvings. They not only help us to reconstruct the social history of the 
period but also fill up the lacunae of art-history. All these carvings, though 
small in size, reflect the tastes of their rich Jaina patrons who believed in 
embellishing every inch of space available on their house-shrines or temples. 
As a medium, wood lent its support to the carvers to carve highly decorative 
— scenes, thereby preserving a rich heritage for posterity. Though mostly religious, 
these carvings provide us with interesting social gleanings of the contemporary 
life. In wood-carvings, the Jaina patrons took a lead over their Hindu or 
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CHAPTER 33 


INSCRIPTIONS И 


THE EARLIEST IMPORTANT EPIGRAPHIC RECORD IN THE HISTORY ОЕ JAINISM 
in east India, which was the birth-place of the faith, is the Hathi-gumpha cave- 
inscription on the Udayagiri hills near Bhubaneswar, which says, inter alia, 
that the Cedi king Kharavela (second or first century в.с.) brought back to 
his capital the Kalinga-Jina that the Nanda king had taken away to Magadha. 
Other inscriptions on the same hill say that the ruler and other royal person- | 
ages of his family excavated cave-dwellings at the place for Jaina monks. 1 
Two inscriptions? assignable to the same period from Pabhosa in Allahabad | 
District refer to the excavation of a cave-dwelling for the KaSyapiya Arahamtas x 
(i.e. Jaina monks who were followers of Kašyapa or Vardhamana) by Asadha- i 
sena.* 


Mathura in Uttar Pradesh was a centre of Jainism in the early centuries of 
the Christian era. In fact, an area called the Kankali-tila of the city originally 
contained a number of Jaina structures including a Jaina stupa. Several 
images and architectural pieces found in the area are inscribed. An inscription 
(plate 301A) on an important sculpture of this group, with a lady attended by 
a pair of women, says that in the year 72 of Mahaksatrapa Sodasa, this piece 
was donated by a certain Amohini If the year 72 is ascribed to the Vikrama 
era, the date of the sculpture is A.D. 15. The lady in the sculpture is identified 
as queen Trisala, the mother of Tirthankara Vardhamana.” Another beautiful 
sculpture with an inscription dated in Saka year 54 or A.D. 132 represents the 
goddess Sarasvati—perhaps the earliest representation of the goddess. A 


1 D.C. Sircar, Select Inscriptions bearing on Indian History and Civilization, 1, Calcutta, 
1965, pp. 213 ff. 

[? See above, chapter 7.—Editor.] 

з Epigraphia Indica, YI, 1893-94, pp. 242-43. 

[t See above, р. 10, п. 4.—Editor.] 

[5 See above, chapter 6.—Editor.] 

в H. Lüders, List of Bráhmi Inscriptions, 1912, no. 59, FE 

7 V.S. Agrawala, А Short Guide-book to the Archaeological Section of the Provincial 
Museum, Lucknow, Allahabad, 1940, p. 5. Е zt 

8 Lüders, ор. cit., по. 54. [See above, p. 67 and plate 20.—Editor.] QR 
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number of images of Tirthankaras, particularly Vardhamana,! with inscriptions 
dated in several years of the Saka ега were found in the stūpa-area. Their 
iconography is stereotyped, with only a wheel carved on the pedestal. 
Another class of antiquities consists of ayaga-patas or tablets of homage,? of 
which quite a few are also inscribed. 


During the Gupta period Jainism was not much encouraged in 


northern, eastern and south-eastern parts of India. Nevertheless, it continued 
to have votaries amongst the people of these regions. Three stone images of 
Tirthañkaras recently discovered at Durjanpur near Vidisa, with inscriptions 
с saying that they were caused to be made Бу Maharajadhiraja Ramagupta, 
Kt testify not only to the historicity of this early Gupta ruler but also to the local 
> prevalence of the religion patronized by royalty. These images representing 
| 98 the Tirthankaras Candraprabha, Puspadanta and Padmaprabha, being in the 
e ji typical Gupta style of sculpture, are interesting examples of this art belonging 
EC to the end of the fourth century.‘ 
БУ. 
ae | The next important epigraph throwing light оп Jaina works of art of 


this period is the inscription* in Cave 20 in the Udaigiri hill near Vidisa. It 
is dated in the Gupta year 106 (А.р. 425-26) in the reign of Kumaragupta and 
records the installation of the image (now missing) of Par$vanatha (Jinavara- 

_ Parsva-samjnikam Jin-akrtim) at the mouth of the cave, endowed with serpent's 
hoods. Another inscription? dated in the Gupta year 113(?) of the same 

- reign-period is on a Таша image discovered in Mathura and now in the 
— Lucknow Museum. A grey-sandstone column with five beautiful figures 
ЕЯ _ probably representing the five Tirthankaras, Adinatha, Santinatha, Neminatha, 
— — Par$vanatha and Mahavira, was discovered at Kahaum in Gorakhpur District. 
id et sk pu an шо dated in the Gupta year 141 (A.p. 460-61) i in the reign 


in. N E ici ake inscription? from Paharpur in Rajshahi District 
asi, dated in the Gupta year 159 (A.D. 479), reveals that there was а 
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Jaina monastery at Vata-Gohàli, to which a Brahmana donated some land for 
the worship of the divine Arhats there and’ which was presided over by the 
бтатарасагуа Guhanandin belonging to the Pafica-stüpa-nikaya of Kasi 
(i.e. Varanasi). 


Deogarh, in Jhansi District, possesses a rich collection of Jaina works of 
art, many of them inscribed. About forty Jaina temples! and as many as four 
hundred Jaina epigraphs bearing dates ranging from the ninth century onwards A 
are known from this place. The earliest of them dated in Vikrama year 919 ; 
and Saka year 784 (A.D. 862) is a pillar-inscription belonging to the time of 
the Pratihara king Bhoja, recording the creation and erection of the pillar in 
question in front of the temple of Запшпаћа on the Lacchagira (modern 
Deogarh). From other records of the place we come to know that the 
temples there contained dvdras (entrances), stambhas (pillars), salas (halls) and 
mandapas (court). There were also pádukas (footprints) of both Tirthankaras 
and Асагуаѕ, set up by individuals. In front of the temples of the Jinas were 
set up mdna-stambhas or pillars of homage bearing miniature figures of ; 
Tirthankaras or other deities of Jainism. ; E \ 


Most of the Deogarh inscriptions are found оп the pedestals of images. | 
Often they are associated with the /dfichanas or distinguishing-marks of the E 
respective Tirthankaras, like the deer of Santinatha, kala$a of Mallinatha, К 
horse of Sambhavanatha, lotus of Padmaprabha, bull of Ádinatha and so on. 
At times, the inscriptions themselves contain the names of the Tirthankaras 
like Rsabha, Рагбуа, Candraprabha, etc. A sarvatobhadra-pratima or caumukha 
is labelled as caturmukha-sarva-deva-sangha. Among the other images bearing E 
labels mention may be made of those of Purudeva, Gobhata, Cakre$vari, E 
Padmavati-devi, Sarasvati and Malini. i 


Jaina scriptures associate each of the Tirthañkaras with his own Yaksa 
and Yaksi whose names are specified? In the figures of the Jinas on the wall of 
the main temple (12) at Deogarh, the Yaksis are represented and labelled. 
Interestingly, however, their names as given on the labels do not always follow — 
either the Digambara or the Svetambara canons. This feature makes these | 
figures all the more useful for the purpose of the study of Jaina iconography, = tg = 
particularly in view of the fact that a label-inscription bears the date of Vikrama — 28 
year 1126 (А.р. 1069-70). The names of ће Yaksis according to the labels : RA ~ E 


[ See above, chapter 14.—Editor.] 1 
? Annual Report on Indian Epigraphy 1955-56 to 1959-60, and 1970-71 
Annual Progress Report, Archaeological Survey of India, Northern Circle, 1915, 


[8 For the list according to the Digambara and. Svetambara tradit 
14-16.—Editor. ] TN 
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as follows: Bhagavati Sarasvati (of Abhinandana); Sulocanà (of Padmaprabha); 
Mayuravahini (of SuparSvanatha); Sumalini (of Candraprabha); Bahurüpi 
(of Puspadanta); $riyadevi (of Sitala); Vahni (of Sreyadrhsa); Abhangaratina 
(Abhogaratna ?) (of Мазирџјуа) ; Sulakşaņā (of Vimala); Anantavirya (of 
Ananta); Suraksita (of Dharma); Sriyadevi (of Santi); Ardrakarabbi (of 
. Kunthu); Tara-devi (of Ara); Himavati (of Malli); Siddhai (of Munisuvrata); 
Hayavai (of Nami); and Aparajita (of Vardhamana). The other names, 
however, follow the canonical ones. 


Jainism flourished to some extent during the time of the Kacchapaghatas 
of Gwalior. This is testified by an inscription! dated in the Vikrama year 1034 
(A.D. 977) engraved on the pedestal of a Jaina image from Gwalior in the reign 
of the king Vajradaman. Опа pillar in a Jaina temple at Bayana in Bharatpur 
District, now used as a mosque, there is an inscription? belonging to the 
Vikrama year 1100 (A.D. 1044) of the time of the king Vijayadhiraja (Vijaya- 
pala?). At Dubkund, District Morena, is an inscription? dated in the Vikrama 
year 1145 (A.D. 1088) in a ruined Таша temple. Belonging to the time of 
Vikramasimha, the last-known prince of the Kacchapaghata dynasty, it 
describes the temple as very tall and whitewashed with thick lime-solution (vara- 
sudha-sandra-dray-apanduram). It further states that the moon is the cihna 
of Tirthaükara Candraprabha and refers to Sruta-devata or the goddess of 
learning as pankaja-vasini or ‘residing on lotus’ (compare Brahmanical Saras- 
vati described as $veta-padmasana). 
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That the Jainasin the Kalacuri kingdom had their own temples and 
images is testified to by the colossal standing Santinatha image at Bahuriband 
in Jabalpur District. The inscription on it, of the time of king Gayà-Karna 

Of the first half of the twelfth century, records the erection of a beautiful 
temple of Santinatha and the creation of a very beautiful and excessively 
white canopy (vitana), obviously over the image. 


Әу i The inscription of the Candella king Dhanga in the Pārśvanātha temple at 
ajuraho* does not furnish any particulars for our study. But the one on the 


tiquary, XIV, 1885, p. 10. 
ica, П, pp, 237 ff. 
5 Inscriptions of the Kalachuri-Chedi Era, Corpus Inscriptionum Indicarnm, 
-11. x р 
2, рр. 135-36. 
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on the installed image makes it likely that it was of Tirthankara Sambha 

Numerous late medieval Jaina images bearing dated inscriptions on i 
pedestals have been discovered in various places in Madhya Pradesh The 
inscriptions record the installation of the different Tirthankaras. For — " 
an epigraph from Gudar in Shivpuri District, dated in the Vikrama year 1206 
(A.D. 1149), refers to the installation of the images of Santinatha, Kunthunatha 
and Aranatha. Several Jaina images, each bearing on its pedestal an ins- 
cription? mentioning its installation on the same date, viz. the Vikrama year 
1390 (A.D. 1333), Caitra šu. 15, Thursday, are known from Dhanaicha in Morena 
District. Jainism flourished during the rule of the later Tomara dynasty of 
Gwalior. This is known from inscriptions on the pedestals of Jaina images 
found in Gwalior dated in the Vikrama year 1510 (A.D. 1453) in the time of 
the king Düngarasimha,; and others dated in the Vikrama year 1525 (A.D. 


1468), etc., in the reign of Kirttisimha.‘ 


An inscription on the pedestal of a broken igi image found in the 
Siva-Vaidyanatha temple at Kira-grama in Kangra District is dated in the 
Vikrama year 1296 (А.р. 1240) and records that the image referred to as the 


müla-bimba W 
the premises where the pedestal is at present found are of a Siva temple, it was 


probably brought from its original shrine, not found now. 


Gujarat and Rajasthan were also great centres of Jainism and many 
examples of Jaina works of art are found in this region. The Junagadh 
inscription? of Rudrasiraha of the second century A.D., found ina cave bearing 
peculiarly Jaina symbols like the svastika, bhadrásana, mina-yugala; and the 
seventh-century Jaina caves at Dhank with sculptures of Tirthankaras Rsabha, 
Parsva, Mahavira and others; point to the early prevalence of Jainism in the 


Gujarat region. The Pratihara 
temple at Ghatiyala near Jodhpur in the Vikrama year 918 (A.D. 861).° 


1 H.V. Dwivedi, Gwalior Rajya ke Abhilekha (in Hindi), Gwalior, 1947, no. 72. 


2 Ibid., nos. 196-210. 

з Ibid., pp. 216-11. 

а Ibid., pp. 291-302. ; 

5 Epigraphia Indica, Y, рр. 97 f., 119. 

в A.M. Ghatge in The Age of Imperial Unity, 
Bombay, 1960, p. 418. 


[? See above, chapter 8,—Editor.] 
в Ghatge, ор. си. [See above, chapter 13.—Editor.] 


ed. R.C. Majumdar and A.D. Pusalker, 


* Journal of the Royal Asiatic Society, 1895, p. 516. МР. 
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as placed in the temple of Mahavira at Kira-grama itself.’ Since ` 


king Kakkuka is known to have built а Таша 
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"Nevertheless, it was only from the beginnings of the eleventh century that 
Jainism began to strike deep roots in these regions, chiefly through the 
patronage of the Caulukya rulers and their officers. And thenceforward, down 
the centuries, there cropped up in that wide region a number of important 
Jaina strongholds, among them Mount Abu, Achalgarh, Satrunjaya, Sarotra, 
Тагапра, Girnar, Jalor, Udaipur, Jaipur, Palitana, Pali, Nadlai and Ranakpur 
being well-known for their architectural wealth. In these and in other centres 
possessing Jaina monuments, there exist hundreds of inscriptions, ranging in 
date from the beginning of the eleventh to the eighteenth centuries, which, 
when studied together, provide an almost complete picture of the history of 
Jaina monuments and sculpture in Gujarat and Rajasthan. 


The above statement cannot be better substantiated than by instancing 
the famous Jaina temple complex of Mount Abu, fittingly known by the causal 
name of Dilwada (from Deva-kula-vataka). The five famous temples here, of 
the Svetambara sect, viz. the Vimala-vasati, the Lüna-vasati, the Pittalhara 
B temple, the caturmukha or Kharatara-vasati and the Mahavira-svàmin temple 
UU contain numerous inscriptions which give us detailed and dated information 

pertaining to the founding of these temples, to renovations carried out, to 
additional structures put up and to the installation and consecration of images 
therein. 


К, we learn from inscriptions in situ that the Vimala-vasahika was 
ilt and dedicated to Adinatha in the Vikrama year 1088 (А.р. 1031-32); 
inatha-samavasarana in the Hasti-$ala of the temple was put up in 
ma year 1212 (A.D. 1155-56)? that the уаза а was renovated in 
the Vikrama year 1206 (д.р. 1149), again in the Vikrama year 
zn and for a third time in the Vikrama year 1378 (A.D. E 


he Liina-vasahika, which refers to the consecration of 
теат 1287 (A.D. 1230-31), describes the architecture 
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Kurikyal : rock-cut Cakregvari with inscription below 
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CHAPTER 33] 


Tejahpala iti ksitimdra-sacivah §amkhojvalabhih sila- 


uccair-mamdapam agrato Jina-var-dvasa-dvipamcasatam — 
tat-parsvesu balanakam са purato nispadayamasivan|/| `` 


We learn from another inscription! that the Neminatha-m 
this pue "€ was built by the minister тера ue 


Satrunjaya, Javalipura, Taranagarh, Anahillapura, Vijipura Lat 
danapura, Nagapura and Arbudacala itself. 


Again, an inscription? at Jalor informs us that the Kuyara- 
in the Vikrama year 1221 (A.D. 1164) by Caulukya Kumarapala, w у 
in the У тата year 1242 (A.D. 1185) by Cahamana Samarasimh: 
Vikrama year 1256 (А.р. 1199) a golden flagstaff was inst: lled 


Sikhara and that in the Vikrama year 1262 (A.D. 1205) а | Бојд 
installed in the madhya-mandapa. 218 


While referring to the temples by such synony 
vasati, harmya, mandira, vesma, утата, bhuyana, 
these inscriptions provide useful and reliable data. 
construction and renovation of shrines or subshrin 


1 Jbid., по. 260. 
2 Ibid., по. 352. 
3 Jaina Inscriptions, 
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A mūrti, bimba) or in groups (Jina-yugalam, Jina-yugala-dvayam, Jina-yugala- 
yugmam, Jina-yugmam, mürti-yugmanm, tri-tirthikd, pafica-tirthika, caturvirsati- 
рана, cauvisi-patta, dvasaptati-Jina-pattikd, dvi-saptati-Tirthankara-patta, 96- 
Jina-pattika, etc.). In many instances these images are described as endowed 
with parikara (i.e. asta-mahapratiharya) attributes. In quite a few cases, the 
material and size of the images are also specified (e.g., 108-тапа-ргатапат 
sa-parikaram prathama-Jina-bimbam, pittala-maya-41-angula-pramana-prathama- 
Jina-müla-nayaka-parikare | sri-Sitalanatha-bimbam, пауа-рһапа-Рағ&уапӣіһа- 
bimbam, etc.) Inscriptions also record the making of holy footprints (paduka, 
paduka-stüpah, stipa-sahitah padukahy. siddha-cakra, etc. 


Som ya РУ 
ATER ا‎ 


NA. 


—Ó— € 
—— 


eMe TOT 


Quite a few inscriptions also reveal the names of the architects and 
sculptors who were responsible for the construction of the temples and the 
making of the images. For instance, we are told in an inscription* that the 
; Trailokyadīpaka-caturmukha-vihāra built at Ranakpur in the Vikrama year 
Ë 1496 (A.D. 1439) was the work of sutra-dhàra Depaka. The famous image of 
Я = Rsabhanatha in the Pittalhara shrine was the work of sütra-dhàra Deva, son of 
|| sütra-dhara Mandana The large bronze image of Adinàtha in the catur- 
mukha shrine at Achalgarh was made in the Vikrama year 1566 (A.D. 1509) by 
sutra-dhàra Haradasa, son of sütra-dhàra Arbuda.* 


PP VW w 
"ee CP Рио n aa 


| То sum up, it may be safely asserted that the Jaina inscriptions found in 
| hundreds all over Gujarat and Rajasthan are an essential aid to the proper 

understanding of the history of Jaina art and architecture of western India, 
- particularly from about the beginning of the eleventh century. 


Southwards, in Andhra Pradesh, Jainism did not find a congenial soil for 
— thriving. Though in different parts of this region ruins of some Jaina temples 
- and specimens of sculpture, especially those representing Tirthankaras, are met 
P 1,’ they are not interesting from the point of view of art or iconography. | 
a few inscribed monuments and images are known from this part. However, 
3t least the seventh century, the religion did have votaries here, who built | 


-Pradaksina-Jaina-Lekha-Sandoha, Abu, V, nos. 258 ff. 
a, II, p. 77. 
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temples to the Arhats. Thus, a copper-plate inscription! of the time of the 
Eastern Calukya king Visnuvardhana III records the renewal of the grant of 
the village of Musinikonda which had been earlier granted to a Jaina temple 
called Nadumba-vasadi at Vijayawada by Ayyana-mahadevi, the queen of 
Kubja-Visnuvardhana, the founder of the dynasty. 


Danavulapadu in Cuddapah District was a centre of Jainism, and there 
were Jaina temples and images noted for their beautiful workmanship. Some 
of these images and a few pieces of architecture from this place are оп show 
in the Government Museum, Madras. Two pillars, a water-chute and some 
ni$idika-stones are inscribed. One of the epigraphs? of the time of the 
Rastrakita king Indra III records that the king caused a water-chute to be made 
for the ablution of Sàntinatha. The outer edge of this chute bears a series of 
bas-relief sculptures notable for interesting movements and beautiful depiction 
of men and animals, representing some contemporary event. 


Of about the middle of the tenth century, belonging to the time of the 
Vemulavada Calukya feudatories of the Rastrakütas, some Jaina sculptures 
were found near a place called Kurikyal in Karimnagar District. One of them 
represents the image of Yaksi Cakre$vari, the attendant of Adinatha. Below 
this image is an inscription? of Jinavallabha, brother of the famous Kannada 
poet Pampa (circa A.D. 950), stating that these images were caused to be made 
by this Jinavallabha (plate 302). 


The time of the Eastern Calukya Amma II witnessed a significant growth 
in the building of Jaina temples. One such Jaina temple called Katakabharana- 
Jindlaya was built by Durgaraja at Dharmavaram, and he granted to ita 
village to provide for worship in it, as is known from a copper-plate inscrip- 
tion. Another copper-plate grant’ of this king’s time records that some 
gifts were made to two Jaina temples of Vijayawada. Another Jaina temple 
called Sarvalokasraya-Jina-bhavana was also erected during this king's reign 
due to the efforts of a lady* At Ujjala in Mahbubnagar District, there is an 
inscription’ recording gifts to Сеппа-Рагбуадеуа of the Baddi-Jinalaya in the 


1 Annual Report on South Indian Epigraphy, 1916-17, copper-plate 9. 

2 Ibid., 1905, no. 331. 

3 Prabuddha Karnátaka (in Kannada), 53, 4, pp. 73-83. 

4 Annual Report on South Indian Epigraphy, 1906-07, copper-plate 7. 

5 Ibid., 1908-09, copper-plate 8; Epigraphia Indica, XXIV, 1937-38, p. 268. 
в Epigraphia Indica, УП, 1902-03, p. 177 

7 Telangana Inscriptions, Hyderabad, II, no. 35. 
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fort at Ujjili. This temple, which was probably made of brick, appears to be 
now used by ViraSaivas.? 


Jainism was popular in the early part of the history of the Vijayanagara 
empire. Several temples of Jaina Tirthankaras and mana-stambhas of beauty 
| were put up then. At Hampi (ancient Vijayanagara), the capital of the empire 
| itself, there are quite a few Jaina temples. One of them may be the one 
| _ erected, according to an inscription? dated Saka 1289 (A.D. 1367), by Irugapa- 
|" vodeya in the reign of Bukka I. Probably the same individual constructed 
|| another temple called caitydlaya in Saka 1307 (A.D. 1385) in the reign of 
| Harihara II according to an inscription? Irugapa's brother Immadi-Bukka, 
x | | a mantrin under the same ruler, constructed a caityalaya with an image of 
ae Kunthu-Tirthankaya, at Kurnool ір 1395. Devaraya II himself is stated to 
E" have built a caityagara of Paršvanatha in Saka 1348 (A.D. 1426) at Vijaya- 
| z A nagara. These temples are noted for their superstructure which is of the shape 
|| of a stepped-pyramid. Besides, the doorways in them have а pot-bellied Yaksa 
| at the bottom of the jambs on either side. There is usually а Gaja-Laksmi 
| figure as Jalata-bimba on the lintel of their doorways. No figure-sculptures or 
| | friezes of sculptures are seen adorning the walls of these temples. 
| 


In Tamil Nadu the earliest Jaina monuments are those which consist of 
dressed beds with raised pillow-like mouldings or merely dressed surface on 
the ground under an overhanging rock in the numerous natural caves and 
caverns in the inaccessible areas, mostly in the southern Districts. These 
beds and some of the brows of the caves contain Brahmi inscriptions in Tamil 
language which make mention of рай, adittdnam, etc., and they range in date 
- from the third century в.с. to the third century A.D. We do not come across 
any Jaina vestiges in Kerala during the period. The next epigraphical reference 
= fo a Jaina monument is afforded by the Tirunatharkunru (South Arcot 
P: District) inscription" of about the sixth century (plate 304A). It states that it is 
— the патака of Candranandi-asiriyar (йсйгуа) who died by fasting for fifty-seven 
. There are twenty-four rock-cut sitting Jaina images, probably representing 


Tirthankaras, on top of the rock at the place. 
HL ~ 
b. NL op. cit. ‚р. 61. 


ег 9.—Editor.] 
of [аш Brahmi Inscriptions, Seminar on Inscriptions, Madras, 
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In the interval Jainism was favoured by the Kalabhras and later under 
their political successors, the Pallavas and the Рапдуаз. "The most important 
and perhaps the earliest extant monument is in the famous city of Kafici, 
known to have been a centre where all the religions flourished. This monu- 
ment is a temple dedicated to Vardhamàna to which the people of the district 
made a grant of land in the reign of Pallava Simhavarman (early sixth century), 
the father of Simhavisnu. Various parts of this temple, except the central 
shrine, of which the date of foundation is not recorded, are referred to in later 
inscriptions.? 


One of the earliest full-fledged monuments belonging to this period is 
referred to in the inscription from Kil-Sattamangalam in Wandiwash Taluk in 
North Arcot District. The monument, another temple, is no longer extant, 
but it existed in 743-44 in the fourteenth year of Nandivarman Pallavamalla. 
Another inscription from the same place belongs to the time of Pallava Kampa- 
varman (second half of the ninth century) It records the renovation of the 
palli and the рай, the construction of a mukha-mandapa for the palli and a shrine 
for Iyakki-Padari (Yaksi-Bhafari) and the gift of a big bell to the pa//i—all by 
Madevi, the wife of Kadakadiyaraiyar, а feudatory of the Pallava king. The 
differentiation between palli, which was the пате of the entire complex, and 
рай which is obviously derived from ancient рай of the Brahmi inscriptions 
and should refer the resting-place of the ascetics, i.c. the monastery—a 
sophisticated development from the simple remote cave-dwelling of the early 
Jainas—is noteworthy. This palli is called Vimalaéri-Arya-Tirtha-palli in an 
inscription of Cola Rajaraja I, from the same place. А similar instance can 
also be noticed in the Jaina Аррапдапаћа temple at Tirunarungondai in 
South Arcot District. In the absence of the monument, the nature of the 
mukha-mandapa or the shrine (koyil) of Iyakki (Yakst) cannot be known. 
The provision of a separate shrine for Yaksi-worship is, however, known from 
the Tiruppamalai (Pancapandavamalai, Walajah Taluk, North Arcot District) 
inscription referring to the cutting of the figure (padimam) of the Ponniyak- 
kiyar (Sanskrit Hema-Yaksi) in the fiftieth year (А.р. 780) of Nandivarman 
Pallavamalla.t This is a rock-cut image, whereas the one from Kil-Sattaman- 
galam is a structural temple. There is a still earlier reference to the 


1 Transactions of the Archaeological Society of South India, 1958-59, pp. 41 ff.; Annual 
Report on Indian Epigraphy, 1958-59, appendix A, no. 10. 
2 South Indian Inscriptions, 1V, nos. 363 and 368; Annual Report on South Indian 
Epigraphy, 1923, no. 98. 
3 Annual Report on Indian Epigraphy, 1968-69, nos. В 219-25. 
` 4 Epigraphia Indica, IV, 1896-97, pp. 136-37. 


451 


СС-0. Gurukul Kangri University Haridwar Collection. Digitized by S3 Foundation USA 


EPIGRAPHIC AND NUMISMATIC SOURCES [PART VIII 


installation of a Yaksi image on the hill at Tirumalai in Polur Taluk 
in North Arcot District. One of the inscriptions there refers to the Yaksi 
installed by Adigaiman Elini and renovated by his descendant in the twelfth 
century. Since the date of Elini is difficult to know, the date of the original 
installation cannot be ascertained. 


With the arrival of the Jaina Асагуа Ajjanandi on the scene in the ninth 
century, there was a notable revival of Jaina activities all over Tamil Nadu. 
He traversed the length and breadth of the country as attested to by records 
mentioning his authorship of several sculptures of Jaina Tirthankaras at 
Karungalakkudi (Madurai District), Tiruvayirai (Madurai) Anaimalai (Madu- 
rai, Kurandi (Ramanathapuram), Alagarmalai (Madurai) and Vallimalai 
(North Arcot). Western Ganga inscriptions: of the reign of Racamalla (A.D. 
820) found in the rock-cut cave at Vallimalai record that this monk caused the 
carving of the figures of his preceptors. There are here the figures of good 
workmanship on the rock referred to in the inscriptions. These caves also 
possess paintings considered- to be contemporary with the epigraphs orto be 
dated to the tenth century. Of the sculpture, though the Tirthankara images 
are serene-looking and devoid of ornamentation (cf. the name aniydd-alagiyar 
given to the Jaina Tirthankara image in the Arhat temple at Odalavadi, 
Polur Taluk, North Arcot District), the figures of УаКзаз, Yaksis and 
camara-dharas are endowed with embellishments. Since all these bear ins- 
criptions, it is possible to make a study of the evolution of the sculpture on 


_ the basis of the decorative details. This study might help in throwing light 


on the Jaina bronzes housed in the Jaina temples in the villages. Some of the 
bronzes are also inscribed; for instance, a bronze image of Mahavira from 
Kidangil, Tindivanam Taluk, South Arcot District, now housed in the 
Government Museum, Madras, bears an inscription in Tamil alphabet of 
about the twelfth century. 


That images of all the twenty-four Tirthankaras singly or separately were 
| ed A donors is known from the appellation caturvirnsati-sthapaka of the 
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Taluk, Chingleput District." In a few cases only the names of the Tirthankaras 
are mentioned in the inscriptions, like Vardhamana from Tirupparuttikkunram, 
Vimala-Sri-Arya-Tirtha (i.e. Vimalanatha) from Kil-Sattamangalam, Раг$уа- 
natha from Aivarmalai and Ponnur, Kunthunatha from Karandai and Adi$vara 
from Ponnur. 


An inscription of the time of the Pandya king Srimara Srivallabha (ninth 
century), engraved on the rock to the right of Sittannavasal cave, District 
Tiruchchirappalli? refers to the addition of а mukha-mandapa to the cave and 
to the renovation of its interior, including probably the provision of a fresh 
layer of paintings, which are considered a remarkable specimen of art from 
the points of view of technique, design, colour-scheme and depiction of human, 
animal and vegetal forms. 


The introduction of Yaksi, Yaksa, etc., in Jaina iconography as attendant 
deities slowly paved the way for the preponderance of worship of these deities 
as against the worship of the main Tirthankaras. A noteworthy instance in 
point is the Bhagavati temple at Tiruccaranattumalai near Chitaral in Vilavan- 
gode Taluk in Kanyakumari District: The only inscription in which a deity 
is referred to belongs to the reign of the Ау king Vikramaditya Varaguna (last 
quarter of the ninth century): It records the grant made for the worship of 
the Bhatari, which evidently refers to the image of Padmavati-devi by the side 
of Paršvanatha or Ambikà (with a lion) by the side of another Tirthankara. 
A more glaring instance of this type is available at Nagercoil, where the 
serpent-hood symbol of the Tirthankaras of the original Jaina temple gained 
prominence only to become absorbed into the Hindu pantheon as Anantalvar.* 
There are of course instances where Jaina temples continued to retain their 
individuality, as those of Tirupparuttikkunram in Kanchipuram and Tirumalai. 


The two sculptures of Mahavira and Parsvanatha found at Godapuram 
(Alatur) District Palghat, coupled with an inscription on a slab in Tamil 
language and Vatteluttu characters of about the tenth century, point to the 
existence of a large monastery and a temple where probably these sculptures 
were housed." 


1 Annual Report on Indian Epigraphy, 1973-74 (in press), under Veralür. 

? Manual of Pudukkottai State, П, ii, pp. 1093 ff. 

[* See above, chapter 30.—Editor.] 

[* See above, chapter 19.—Editor.] 

5 Travancore Archaeological Series, I, pp. 193 ff. 

в Ibid., VI, pp. 159 ff. 

* Journal of Indian History, XLIV, 1966, pp. 537-43; Journal of Kerala Studies, |, no. 1, 
1973, pp. 27-32. 
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| , Karnataka State may be said to be the second home of Jainism. This 
is testified to not only by the existence of several important Jaina centres like 
Sravanabelgola, Mudabidure (Mudbidri), Karkala and Bhatkal possessing a mass 
ofinteresting works of art but also by the numerous epigraphs discovered in 
different parts of this State. Jainism was the state-creed in the time of the 
Gangas, of some of the Kadamba rulers, of the Ràstrakütas and Kalacuryas 
and of the Hoysalas, as also of the rulers of the minor states of Punnata, the 
Santaras, the early Cangalvas, the Kongalavas and Alupas, as testified by their 
12 | inscriptions: From at least the fifth century, the followers of this religion 
Id began to use works of art for the propagation of their cult. This is known 
|| from a number of copper-plate charters issued by the early Kadamba kings 
|| registering grants to Јата institutions like temples. А copper-plate charter 
| dated in the eighth regnal year of Kadamba MrgeSavarman (circa fifth century) 
|| records the construction of а Јаша temple by the king in memory of his 
I ДЕ father? The credit of having created a beautiful and an early example of 
у temple in the Dravidian style goes to the Jainas of this State; this is the 
|| | Meguti temple at Aihole? In this temple there is an inscription of the 

| Calukya king Pulakešin II dated in 634-35 (plate 303): The author of the 
record was Ravikirtti, who arranged for the construction of the temple. During 
the period of the Rastrakütas several Jaina monuments were erected, although 
only a few of them contain inscriptions. 


| 
Li 
| 


To the Western Gangas we owe some of the important Jaina works of 
art. As early asthe time of Sripurusa, temples were built, to which he made 
grants as known from an inscription. The famous Gommate$vara statue at 
Sravanabelgola bears а label in four different scripts (plate 304B). There are 


several other monuments like temples at that place, some of them bearing 
inscriptions. 


The Hoysala period of the history of Karnataka is distinguished for the 
_ Creation of marvellous pieces of architecture. Though most of them are 
_ dedicated to Brahmanical deities, there are some interesting specimens of 
= Jaina temples also of this period. One of them is the Jaina temple of Lakkundi 
—— (ancient Lokkigundi) near бадар in Dharwar District. This temple also is in 


D: cd `В, 18 Rice, M. ysore and ЧЕ ar e London, 1909, p. 203. 
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the Dravidian style and bears an inscription dated in Šaka year 1094 (A.D. 
1172). 


As an example of figure-sculpture, belonging to the medieval period, the 
huge image of Santinatha at Ellora may be cited. It bears on its pedestal an 
inscription speaking of its carving in 1234-35 by a person named СаКтеѕуатга 2 


The custom of dedicating pillars called nisidhi to the memory of the 
deceased was prevalent in medieval Karnataka. One such inscribed pillar is 
found at Chandakavate, Bijapur District, stating the that nisidhi-pillar was set 
up in memory of the death of Maghanandi-Bhattaraka of the Sürasta-gana.? 


When this region, especially its southern part, came under the sway of 
the rulers of the Vijayanagara empire, Jainism continued to flourish, some of 
the feudatory chiefs of the empire being staunch supporters of the religion. 
Naturally, in the territories of these feudatory chiefs quite a number of Jaina 
works of art were created. An early example of a basti or Jaina temple at 
Mudabidure was the Gurugala-basti, to which grants were made according to 
inscriptions dated in A.D. 1390.* To the time of the Vijayanagara emperor 
Devaràya II belongs the construction (A.D. 1430) of the Tribhuvana-cada- 
mani-mahà-caitya at Mudabidure, a beautiful example of architecture in the 
west-coast style, with an impressive and monumental pillared hall (A.D. 1451). 
The feudatory chiefs of Karkala were responsible for the creation of the two 
colossal monolithic images of Gommate$vara, bearing inscriptions, one at 
Karkala in 1432* and the other at Venur in 1604. The Caturmukha-basti of 
Karkala and the mana-stambha at the place called Hiriyangadi in the same 
village are other noteworthy examples of Jaina art belonging to the Vijayanagara 
period. 


С. S. GAI 
т collaboration with 


P. В. SRINIVASAN, К. G. KRISHNAN 
S. SANKARANARAYANAN & K. V. RAMESH 


1 Н. Cousens, Chálukyan Architecture, Archaeological Survey of India, New Imperial 
Series, Calcutta, 1926, pp. 77 ff. 

? P.B. Desai, Jainism in South India, Sholapur, 1957, p. 99. 

* Annual Report on South Indian Epigraphy, 1936-37, appendix E, no. 15. 

4 South Indian Inscriptions, УП, no. 299. 

5 Ibid., no. 197. 

* Epigraphia Indica, УП, 1902-03, pp. 109-10. 
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CHAPTER 34 


SYMBOLS ON SOUTH-INDIAN COINS 


EVIDENCE OF JAINA INFLUENCE ON SOUTH-ÍNDIAN COINS COMES FROM A 
series of issues attributed to the early Pandyas, viz. the rectangular cast or 
die-struck copper coins datable to a period between the third and fourth 
centuries A.D. Scholars have generally failed to recognize this influence 
evidently on account of the fact that symbols on early Indian coins, especially 
of the punch-marked series, have an obvious Buddhist significance. Hence 
studies on such coins have invariably looked for Buddhist influences and 
associations. While it is true that Buddhist symbols are common on the early 
punch-marked coins of the south as well, there are some: varieties of local 
issues which exhibit unmistakable Jaina associations. 


To take up a few of these instances. Such influence can be traced on 
some of the rectangular copper coins of the early Pandyas which depict on 
their obverse certain symbols, usually seven or eight in number, i.e. the asta- 
mangala symbols, along with an elephant. ^ Writing about these coins, T.G. 
Aravamuthan said: they bear symbols on the obverse which appear to be 
representations of some assortment of objects of auspicious import such as · 
the sun or the wheel, the flowing vase, and the crescent moon usually included 
in the lists of asta-mangalas.* The object in front of the elephant might be, 
according to him, a lamp, which is one among the objects in the lists of the 
. mangalas. Another series of early Pandya coins bears symbols such as the 
udal or triple umbrella above a horse. The triple umbrella has definite 
ciations as it is generally represented above the heads of Tirthankara 


by S3 Foundation USA 
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and fourth centuries A.D., without any attempt at explaining the nature of ` 
these symbols, their meaning and their association. 


The Pandyas adopted the fish, usually the double fish or carp (mina-yugma 
or mina-yugala), as the emblem on their flag," coins and seal. Tamil literature 
of the Sangam period refers to them as minavar. The exact significance of 
the symbol has not been as yet explained satisfactorily. Yet the suggestion may 
be offered that the mina-yugala, one of the asta-mangala symbols, could have 
inspired the representation of the double fish (carp) invariably on the Pandyan UR 
coins, not only on the early ones but continuously on all their coins and 
seals. It may be pointed out here that this type of fish-representation, the 
carp (kayal in Tamil), is peculiar to the Pandya coins. 

The history of Buddhism and Jainism in south India would show that 
Buddhism never reached the height of popularity that Jainism did in the Tamil Le 
country, particularly in the early centuries of the Christianera. Early Tamil Е 
society, its thought апа culture were influenced toa great degree by Jaina is, 
ideals and ethics as revealed by a number of early Tamil literary works, most 
of which have been attributed to Jaina authorship. 


The spread of Jainism in south India, particularly in the Karnataka 
region and Tamil country dates back to the third century B.C. Indisputable 
evidence of the presence of Jaina ascetics and lay adherents in the Tamil 
country comes from the early Brahmi inscriptions in the Pandya region 
and also in the Cera country of the Sangam period, assignable to a period 
between the second century B.C. and the third century A.D. 


Madurai, the capital of the Pandyas, and the surrounding regions teemed — 
with Jaina population in the early centuries of the Christian era. А number | 
of Jaina settlements survived in this area down to about the eleventh century, ` 
although Jainism suffered serious reverses during the seventh-ninth centuri 
—a period of religious conflict between the Saiva and Vaisnava creeds on tl 


one hand and Jainism and Buddhism on the other. AR ERA 


This period of religious conflict is particularly important fo I iioi 
of Jainism in the Pandya country, for, according to Saiva religious шеге 
one of the early Pandya rulers known as Кап Pandya (670-7 0) or Nedu 

і ОКР, > De o 
+ М. Subramanian, Sangam Polity, New York, 19 > 1 д 
2 See Г. Mahadevan, Corpus of Tamil Brahmi Inserir 
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Originally а Таша. He was converted to Saivism by the Saiva saint 
ujüana-Sambandar, who is said to have defeated the Jainas in religious 
utes and proved the 'superiority' of Saivism by a series of miracles. In 
_ Spite of the setback that the Jainas received in the Pandya court at the hands 
| _ of the Saivas, a number of Jaina settlements survived in this region until the 
оп ку and some of the successors ai Кап Tandya; such as Srīmāra 


elephant. 


(b) asta-mangala symbols, seven or eight or less in number, 
above the elephant. 


rse : (a) Horse toright. Triple umbrella above. 
| (b) Tree-in-railing, etc. 


, nandyavarta (nandipada), varddhamanaka (powder-flask), 
- о type of seat), kalasa (full vase), darpana 


traves and on Dalt paman: Such symbols are also 
ара-рагаг of the Kushan age from Mathura,’ | 
was not yet finalized. These symbols are 
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of the Вауа-Руага Math Jaina caves, at the entrance to Cave К in Junagadh.’ 
The significance of these symbols is mentioned in the Acara-dinakara. 
The kalasa is worshipped as a symbol for the Jina; the mirror is for seeing 
one’s true self; the bhadrasana is worshipped as it is sanctified by the feet 
of the blessed Lord; the highest knowledge has manifested itself from the 
heart of the Jina in the form of Srivatsa-mark; the svastika signifies santi 
or peace; the nandyávarta with its nine points stands for the nine nidhis; 
and the pair of fish is the symbol of Cupid's banners and represents Cupid 
worshipping the Jina after defeat? There are lists of asta-mangalas given in 
different Svetambara and Digambara texts. (The series found on some of the 
Pandya series are mentioned in these texts.) 


Among them some are represented in Jaina art. While describing the 
Tirupparuttikkunram (Jina-Kafici) Jaina temples, T.N. Ramachandran speaks 
of the following set—a golden vase, a vessel, a mirror, an ornamental fan, а 
flag, a flywhisk, a parasol and a banner? Another series of auspicious marks 
which he mentions is a parasol, a cámara, a flag, svastika, a mirror, a kind 
of vase, a powder-flask and a throne-seat: He also refers to a third set of 


asta-mangalas mentioned in the Triloka-sara.* 


The golden age of Jainism in Karnataka was under the Gangas who had 
made Jainism their state religion. The Gangas were great patrons of 
Jainism in the period between the sixth and eleventh centuries. The Jaina 
Асагуа Simhanandi was not only instrumental in laying the foundation of 
the Ganga kingdom but also acted as adviser to Konganivarman I, the first 
Ganga king. These Western Gangas have left a number of interesting monu- 
ments both in the Tamil districts and the Kannada areas under their occupation, 
the most remarkable of these monuments being the Gommata colossus at 
Sravanabelgola erected by Camundaraya, the famous Ganga general ofthe 
Hoysalas (above, chapter 19). 


The Hoysalas whose kingdom included modern Karnataka were staunch 
Jainas. The first historical member of this dynasty Vinayaditya II (1047-1100) 


1 J. Burgess, Report on the Antquities of Kathiawad and Kutch, Archaeological Survey of 
India, New Imperial Series, II, London, 1876; above, р. 89, fig. V. 

? Shah, op. cit., p. 111. [Also below, chapter 35.—Editor.] 

з Т.М. Ramachandran, Tirupparuttikunram and its Temples, Bulletin of the Madras 
Government Museum, New Series, General Section, I, 3, Madras, 1934. 

4 Ibid., р. 190. 

5 Triloka-sdra, v. 989. 
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zi 3 eine to power with the help of a Jaina ascetic named Santi-deva. Bittiga- 
` Visnuvardhana's wife Santala-devi was а lay-disciple of the Jaina teacher 
- Prabhacandra. Some of his ministers were promoters of the Jaina faith: 
_ There seems to be no doubt that the early Hoysalas were Jainas, till 
Bittiga was converted to Vaisnavism by Ramanuja. ВИН, the greatest ruler 
— Of this dynasty, was a fervent Jaina down to the time when he was converted. 
His wife Santalà-devi remained a Jaina even after his conversion. ВИН was 
the first Hoysala ruler to issue coinage in gold after wresting Talakad from 
the Cola governor in 1116. The maned lion on his coins and the figure of | 
Yaksi Ambika on lion, identified wrongly earlier? would vouchsafe for his | 
— — Jaina leanings before his conversion. On his conversion he is said to have | 
- issued coins with the figure of Ramànuja.? 


The Hoysala ‘coinage are double-die-struck issues and are of better 
execution than the Calukyan coinage. Two well-known types of Hoysala 
coinage are the two gold issues of Visnuvardhana celebrating his conquests 
of Talakad and Nolambavadi. The Talakadu-gonda and the Nolambavadi- 
_ ganda series are as follows: 


E Bd i Obverse : In linear circle maned lion to right with left forepaw raised and 

T face turned backwards. Above it is another similar smaller lion 
to right with sun and moon. The lion is turned towards a pillar 
on which isa discus. 


haad i-ganda series 


СА 


Linear border—maned lion to right represented by pellets; on 
- his back is the figure of a goddess, four-armed, holding a sword 
and discus with a small figure on one side. 


ex 


hree-line legend in Kannada—(1) Sri-No- (2) nambavadi- 
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that of Yaksi Ambika, with her attributes Also called Dharma-devi in 
Digambara tradition and known as Kismandini (Yaksi of Tirthankara Nemi- 
natha) the goddess has on her left a small figure, evidently representing her 
child. The lion is her удћапа. Уакя Ambika is a very popular subject in the 
south-Indian Jaina art and her similarity to Durgà is remarkable and may not 
be accidental. 


The above survey of south-Indian coins with Jaina influences is by no 
means exhaustive. On the other hand, it is only a pointer to the possibilities 
of utilizing Jaina sources for the study of coins and thereby to a better under- 
standing of the historical context in which the coins were issued. 


The illustrated Pandya coins are described below: 


(1) Obverse : Horse to right, mukkudai (the triple umbrella) in front of 
the horse, traces of the tree-in-railing symbol visible on top 
. ofthe horse. Caitya of three arches at the right corner. 
Reverse : Angular lines—fish. 
Plate 305, 1. 


(2) Obverse : Horse to right, the triple umbrella in front of the horse. 
Tree-in-railing symbol above the horse. 
Reverse : Traces of ‘fish’. 
Plate 305, 2. * 


(3) Obverse : Elephant to right with a lamp in front. Seven symbols above. 
Tree-in-railing, nandipada (taurine), kumbha (vase), crescent, ~ 
srivatsa, darpana (mirror) and cakra (wheel). ur 

Reverse : Angular lines—fish. Р | 
Plate 305, 3. 


(4) Obverse : Elephant to right with a lamp and a goad in front. Six 
symbols seen above—nandipada, kumbha, crescent, Srivatsa, 
darpana and wheel. 

Reverse : Traces of ‘fish’. 
Plate 305, 4. 


(5) Obverse : Elephant facing right with a candelabra (lamp) i in front ande 
another symbol which is not clear. 
Reverse : Blank. 
Plates 305, 5. 


1 See Ramachandran, op. cit., p. 209, for the iconographic features c 
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Es. crescent, srivatsa, mirror and wheel visible above’ 
Reverse : Angular ‘fish’. 
Plate 306, 1. 


(7) Obverse : Elephant to right with nandipada, mirror and wheel above. 
Lamp with shaft in front of the elephant. 
Reverse : Fish, not very clear. 
Plate 306, 2. 


(8) Obverse : Elephant to right with lamp Dou shaft in front). 
Nandipada? and wheel above. 
Reverse : Fish. 
Plate 306, 5 


uS Obverse : Elephant with lamp in front. Svastika, mirror, taurine, fish 
in circle above. 

Reverse : Fish. 

Plate 306, 4. 


Obverse : Elephant to right with lamp in front. Svastika, kumbha, 
3 taurine and wheel above. 

` Reverse : Traces of fish. 

te 306, 5. 
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CHAPTER 35 


ICONOGRAPHY 


CANONS 


LITERARY SOURCES FOR A STUDY OF JAINA ICONOGRAPHY DATE FROM THE 
earliest known Jaina texts, namely, the Jaina canonical literature of the Angas 
and Upangas (but excluding later commentaries thereon). But no definite 
canon about the iconometry or iconography of Jaina images is found. Of 
course we have references to Jaina images and shrines in the stock descriptions бе | 
of the Siddhayatanas. These descriptions include other items of Jaina worship 3 
such as the stüpas, the mana-stambhas,. etc. It is difficult to say whether the 
very few references to images and shrines of Arhats, obtained in the Вйазауай, _ ex 
the Uvdsaga-dasdo and the Мауааћатта-Ккаћао are as old as the age of ES 
Mahavira or his immediate successors. Nowhere is it mentioned that Mahavira : | 
and his ganadharas visited any Jaina shrine. It is therefore not possible to 
expect any reference to Tirthankara images and shrines in the older strata of 
the Jaina canons which were re-edited in early fourth century A.D. at Mathura 
as well as Valabhi in two separate councils and again in a council at Valabhi 
in about A.D. 470. However, the torso and legs of a Tirthankara sculpture, 
with Mauryan polish on it; obtained from Lohanipur, an extension of the site 
of Pataliputra, shows that at least in the age of Samprati, the grandson of 
Asoka, worship of Tirthankara images had already comeinto vogue. Jaina ` 
traditions speak of Samprati being converted to Jainism by Arya Suhasti. 


1 The following references may be noted : (a) папайна Arihamte và Arihamta-ceiydni уд ~ 
bhàviyappanosisáe uddham uppayati jaya sohammo kappo...(Bhagavati-sütra, 3,2, sūtra 145, р. 175), — — 
(b) ta enam Anande Gáhávai...evarh vayási no Khalu me bhante Карра! ajjappabhiyim anna-utthie уд 
anna-utthiya-devayáni và anna-utthiya-pariggahiyàni Arihamta-ceiyaim và vandittae và патат-5 
уй (Uvdsaga-dasdo, Bhavnagar ed., p. 14). Abhayadeva-Süri, commenting, says: 
daivatani và  Hari-Harádini. — anya-yüthika-parigrhitàni và Arhac-caityāni. 
laksanani yathá bhauta-parigrhitani maha-kala-laksanani. lbid., p. 15. It will 
passage of the Uvdsaga-dasdo refers to a later stage in Jaina history 
to be appropriated by other sects. (c) The re refer 
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Samprati is spoken of as a great patron of Jainism, in the Вйазуа and Сити 
works and in the Vasudeva-hindi. This conversion took place at the time of 
ratha-yatra festival of the Jivantasvamin image, either at Vidi$à or at Ujjain, 
very probably at Vidisa. The Jivantasvamin image, representing Mahavira 
meditating in kayotsarga-posture (standing) and with dhoti, crown and other 
alankaras on his person—is so called because it was fashioned as a wooden 
portrait-sculpture when Mahavira used to meditate in his palace some time prior 
to his renunciation." Thus at least a contemporary portrait-sculpture seems 
to have been fashioned in the life-time of Mahavira and worshipped by not 
only some people but by the whole sangha by the age of Samprati, the 
grandson of Mauryan emperor Asoka. This image could have served as a 
prototype or model for other later images of Mahavira. But the Jina image, 
as a cult-object, isthe same in form for worship of all the Tirthankaras (except 
Parsva and Suparsva who have snake-hoods overhead). Canons for the cult- 
image could have come into existence at least by about the beginning of the 
Christian era; this is suggested by the large number of Jina images (in sitting 
as well as standing postures) found from Kankali-tila, Mathura, and the 


_ hoard of Jaina bronzes from Chausa, near Buxur in Bihar.? 


The earliest datable evidence laying down standards for a Tirthankara 
image, so far known, is supplied in the Brhat-sarhita (58, 45) of Varahamihira: 
‘The god of the followers of the Arhats is to be represented as young and 
beautiful, having a peaceful countenance and the érivatsa-mark on his chest. 
With arms reaching his knees (i.e. when standing in meditation) his body is 
covered by only the quarters of directions (i.e. he is to be shown naked, with 
no garment on his person). 


Obviously this formula refers to Digambara Таша images. Either the 
worship of images with a ой had not been started by the age of 


"Varahamihira, or at least it had not been very well-known (i.e. perhaps of a 


relatively recent origin) in that age. It is well-known that none ofthe Tirthankara 
images ofthe Kushan age from Mathura and Chausa shows any garment on 


their persons.‘ 


* For all references to Samprati and the Jivantasvamin conception and images, see U.P. 
h, ‘A unique image of Jivantasvami', Journal of the Oriental Institute, Y, 1951-52, pp. 72-79. 

k `Ë See above, chapters 6 and 7 BE nor ] 
`Ве text has been quoted above, p. 37, n. 1.—Editor.] 
a detailed discussion on this problem, see U.P. Shah, “The age of differentiation of 
gud Digambara images’, Bulletin of the Prince of Wales Museum, Bombay, 1, 
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The Мапазага (LV, 71-95), a text on architecture, assigned to circa sixth 
century A.D., supplies some more information about Jaina iconography. It 
says about the Jaina image that it should have ‘two arms, two eyes, and the 
head should be clean-shaven and there should be a top-knot? And again: 
‘There should be no ornaments and no clothes on any part of the body of the 
Jina figure which should be attractive (beautiful) The srzvatsa-mark should 
be set in gold over the chest.’ 


The Manasára further says that the Jina figure should be in a straight, 
erect or sitting posture. The legs should be uniformly straight, and the two 
long hands should be in the same posture. In the sitting posture, the two feet are 
placed on the lotus-seat, the whole image being in a stiff attitude and bearing 
a meditative look on the supreme soul. The right and the left hands should 
be placed with palm upwards. The image should be placed upon a throne in 
ап erect or sitting posture. At its top (back ?) should bea pinnacle and a 
crocodile-arch. Above that should be the kalpa-tree together with the royal 
elephant and such other images. 


According to the same text, the image should further be accompanied by 
МагаЧа and other sages as well as the assembly of gods and goddesses in a 
praying-attitude. The Yaksas and Vidyadharas and other demi-gods and 
kings except Cakravartins should also be carved in the same attitude. It 
should also be shown as being worshipped by Nagendra and the lords of 
the quarters together with the Yaksas. The Yaksa and YakseSvara are placed 
on the side serving with raised cauris. 


The limbs of the Jaina deities should be measured in the largest types of 
dasa(ten)-tála system. So also are the images of the Tirthankaras, according to 
the Manasara (LV, 71-95). 

The Manasara refers to the Digambara image, but except the nakedness 
other characteristics are common to both the Svetambara and the Digambara 
images. All the attendant gods, Narada especially, are not represented in the 
parikara of any Jina image known hitherto, but cauri-bearing Yaksas, Nagas, 
elephant-riders, drum-beaters, Gandharvas or Vidyadhara-pair, etc., are well- 
known in the advanced stage of the Jina image with a full parikara. The 
chief characteristics of a Jina image are the same, namely, long arms, a 


beautiful young figure, eyes centred on nose-tip in meditation and the $rivatsa- | i 
mark on the chest. ND 


1 ‚ Haribhadra-Süri, the famous SEE author of tho seven pu. Я 
Ё т 
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|| The Digambara text Pratistha-saroddhara (1, 61-62) of Agadhara (1228) 
aes enjoins that the eyes of the Jina image should be centred on the tip of the nose 
| and that the image should be free from faults like a terrific countenance. It 
| should also be accompanied by the eight pratiharyas and the Yaksas. 


a Vasunandi Saiddhantika, whom Aéadhara has referred to and who may be 
|| assigned to circa twelfth century (or earlier 7), gives the 1сопоте у of a Jina 
| | image in his Pratistha-sara-samgraha. He refers to the measurement of the 
| | usnisa on the Jina's head. Не also says that the Jina image is void of hair on 
| the body or the beard and has the Srivatsa-mark on his chest. The arms аге 
| long, reaching the knees. The soles of the feet show marks of the conch, the 
E disc, the goad, the lotus, the yava (oat), the chatra, etc. Images of Tirthankaras 
| | are either in the standing (kayotsarga) or in the sitting (paryankdsana or 
| padmasana) postures. The images of Jinas are further said to be accompanied 
| by eight ргапћагуа 


All Tirthankara images, so far known, are either in the standing or in 
thesitting postures. Most of the south-Indian images of Jinas, in the sitting 
posture, represent them sitting in the ardha-padmasana, while similar images 

| from north India show full padmdsana, with both legs crossed. But no 

||| distinction is found in the selection of postures of different Tirthankaras : all 

the Jinas are found represented in both the postures. However, Jaina texts 

have noted postures of various Jinas at the time of their ттудпа. Twenty- 

one Tirthankaras are said to have obtained nirvana while engaged in meditation 

in the kayotsarga-posture (also Bharata and Bahubali according to the 

Digambara view), while three Tirthankaras—Rsabha, Nemi and Mahavira— 

obtained nirvana while sitting in the dhyana-mudrd? The suggestion that 

these should be the respective postures of Tirthankaras in images is not adhered 

to in actual practice, even though an early text like the Avasyaka-Niryukti 

` (gatha 969) also suggests that the Jinas are represented in this world in the 
= postures in which they left it. 


Both the sects note the complexions of the Tirthankaras of this avasarpini 


‚ Pratistha-patha, 70. 
lana-mahabhdsa, 80-81, p. 15. The Tiloya-pannatti, 4, 1210, р. 302, and the 
_ Jatàsimhanandi (circa sixth century), 2, 7, 90, p. 272, say that Rsabha, 
obtained Siddha-hood in sitting postures, while the rest were standing 


CHAPTER 35] ICONOGRAPHY 


except the following, were golden in complexion : Candraprabha and 
Puspadanta were white, Suparsva and Рагбуа were greenish (harita), Muni- 
suvrata and Neminatha were dark-blue and Padmaprabha and Vasupüjya were 
red like coral or lotus. The same view is expressed by the Svetambara 
Avasyaka-Niryukti, and it may be safely presumed that this tradition dates at 
least from before the age of final separation between the two texts regarding 
image-worship. 


The different Tirthankaras are identified with the help of lañchanas 
carved on or below their seats. Both the sects give lists of these recognizing 
symbols. However, they are not available in any early texts. None of the 
Aagams, nor even the Kalpa-sütra which gives the lives of the Jinas, the 
Niryuktis and the Cürnis give а list of these cognizances. The Vasudeva- 
hindi (circa A.D. 500 or a little earlier), which gives accounts of several 
Tirthankaras, makes no mention of these cognizances. Amongst the Digam- 
baras, earlier works like the Vardnga-carita (sixth century), the Adi-purana of 
Jinasena (circa 750-830), the Uttara-puradna of Gunabhadra (840), the Padma- 
carita of Ravisena (676), etc., do not give these lists. The Tiloya-pannatti does 
give a list, but the text, as itis available today, seems to have been tampered 
with by later authors. 


A comparison of list of /айсћапаѕ of both sects shows that the points of 
difference are with regard to the cognizances of (1) the fourteenth Jina Ananta, 
who has the falcon-symbol according to Hemacandra but the bear according 
to the Digambaras, (2) of the tenth Jina Sitala, who has the Srivatsa (Hema- 
candra) but the svastika (Tiloya-pannatti) or the Sri-druma (Pratistha- 
saroddhára) according to the Digambaras, and (3) of Aranatha, the eighteenth 
Jina, who has the fish-symbol* according to the Digambaras but the nandyavarta 


1 Avasyaka-Niryukti, gathds 376-377, Abhidhdna-cintamani, 1,49. The apparent difference 
in the complexions of Munisuvrata and Neminatha who are dark according to the Svetambara 


view and of Supar$va and Рагбуа who are dark-blue according to the same sect 15, to my mind, ` 


a negligible one since in different paintings the shades selected differed, and the dark-blue of 
the Ay.-Nir. could be harita in the Digambara sect, or dark could be dark-blue. As I have 
shown in my paper ‘Vrsakapi inthe Rgveda’, Journal of the Oriental Institute, УП, 1958-59, 
harita was used for various shades and the terminology for various finer shades was not 
known. 

2 The occurrence of the name of Balacandra Saiddhantika at one place is one of the 
reasons for holding this view. 

з Tagara-kusuma according to the Tiloya-pannatti, 4, 605, tagara according to the 
Pratisthá-saároddhára. The editors of the former text have taken fagara-kusumá to mean ‘fish’ 
which is supported by the table of symbols based on the Kannada Digambara sources pub- | 
lished by T.N. Ramachandran, Tiruparuttikunram and’ its Temples, Bulletin of the Mads 
Government Museum, New Series, General Section, I, 3, Madras, 1934, pp. pua 
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` according to the Svetambaras. Amongst the Digambara writers themselves 
there are a few differences—the Tiloya-pannatti gives the nandydvarta for the 
seventh Jina, while the Pratistha-saroddhára gives the svastika (agreeing with 
Hemacandra’s Svetambara tradition). The cognizance of the tenth Jina is the 
svastika according to the Tiloya-pannatti, but sri-druma according to the 
Pratisthà-saroddhara. 


The earliest literary source for /afchanas in either of the two sects is 
later than the Digambara-Syetambara separation. We must, therefore, take 
the help of archaeological evidence for the origin and development of the 
various lafchanas. Without going into much detail, it will be enough to state 
‘that no Jina image of the Kushan period shows any /dfichana. The first datable 
and the earliest-knówn sculpture with a /айслапа is the  partly-mutilated 
sculpture of Neminatha from Rajgir, with a Gupta-period inscription referring 
_ to Candragupta.t In the centre of the pedestal is the beautiful figure of a 
standing cakra-purusa with the wheel on his back, and on either side of the 
wheel is a conch, the cognizance of Neminàtha. 


р ъа У The position of the /afchana, according to A$àdhara? (and all Jaina 
| - — writers), is to be in the centre below the pdda-pitha, while the attendant Yaksa 
Ee 


Peu Yaksi are to be on the right and left sides respectively (of the pedestal). 


à: Дили ЛЕ and the Bhagayati-sütra (16, 5). The Acaranga- 
fra ra 'a 126) and the Niryukti thereon refer to the Tirthankaras of the 
and (ишге ages. The Sthandnga-sitra (2, 4, 108) gives the 


This belief seems to have grown because they cannot 
Practise the highest type of penance—the Jina-kalpa 
po 
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Thus, the question of the sex of the nineteenth Jina is based upon the main 
point of Svetambara-Digambara difference, namely, the acelakatva 


Images of Tirthankaras were made of costly gems, metals, stones, wood 
or clay. The Acára-dinakara lays down certain injunctions on the selection of 
any of these materials. According to this text, one can prepare images of gold, 
silver or copper but never of bronze, kamsya, lead or tin. Sometimes brass 
(reti) is used in casting images, though as a general rule mixtures of metals 
are prohibited. When the material is wood, wood of sri-parni, candana, bilya, 
kadamba, rakta-candana, piyala, udumbara and occasionally simsima is allowed 
but never of any other tree. When the image is made of stone, the material | 
should be free from various defects and it may be of white, greenish, red, black | 
or green colour. In preparing a terracotta image, cow-dung should be collected | 
without letting it fall оп the ground and is to be mixed with clay obtained 
from pure soil. In the preparation of /epya (stucco) images various colours are 
utilized. It is further enjoined that images of iron, stone, wood, clay, ivory or 
cow-dung or paintings should not be worshipped in private homes by persons 
desirous of welfare.’ 


Vasunandi in his Sravakdcdra says that images of Jinas and others 
(Siddhas, Асагуаз and others) should be made according to iconographic 
formulae (padima-lakkhama-vihi)? the materials used being gems, gold, 
jewels, silver, brass, pearls, stones, etc. Vasubindu in his Pratistha-patha < 
adds crystals and says that the wise praise such images as are accompanied 
by (a representation, below the Jina, of) a big lotus-seat. 


Defective images, images which are broken and repaired or those which 
have been highly worn out are not to be installed. One should worship in the 


1 Аз shown elsewhere by the author, the real and final crisis on this point arose in 
the late fifth century A.D., when the canonical texts also were re-edited and adjusted to 
suit the requirements of each sect. The history ofthe Jaina church, with lists of heads of 
Aryikas (nuns) of various Tirthankaras, carefully maintained by both the sects, and the figures 
of monks and nuns on the pedestals of Tirthankara figures of the Kushan period from 
Капка- ша, Mathura, suggest that at the beginning there was possibly no such bar against 
women, the discarding of garments being optional even for the monks. 

3 Acára-dinakara, part 2, p. 143, verses 4-11. 

3 Does he here refer to a lost text called Pratimd-laksana-vidhi ? 

4 Vasunandi-Srávakácára, verse 390; cf. Vasubindu-pratistha. patha, v A 
also cf. Jina-yajfia-kalpa, quoted in Jaina-sidhanta-bhaskara, Il, p. 12. a 
рашаат kámsyajam tatha) ртдуфуат mauktikam caiva vaidüryádi-sur 
candanajam... Ew xa | 
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house an image more than a vifasti in height: The Acára-dinakara prohibits 
the worship of images of less than twelve arigulas in height in public shrines and 
adds that images higher than twelve arigulas should not be worshipped at home 
if one desires happiness. Images cast in metal or stucco images deserve to 
be repaired and continued in worship, but those of wood or stone, once muti- 
lated, should not be repaired for worship. But if they are more than a hundred 
years old or if they are consecrated by the best of men they deserve worship, 
even though mutilated. But they should be placed in public shrines and not in 
grha-caityas.* 


Though references to temples of the Tirthankaras in the Jaina Agamas 
are extremely rare and their genuineness is often questioned, and even though 
no image of a Tirthankara on this earth is described in the Агата texts, we are 
able to obtain a fairly early conception of the Jina image from the stock 
descriptions of $asvata-Jina-pratimas. Јата traditions of both sects refer to 
Siddhayatanas (shrines of Siddhas, also called sa$vata-caityas or eternal shrines) 
containing images of Tirthankaras known as sa$vata-Jinas. These images are 
of four Tirthankaras, namely, Candranana, Varisena, Rsabha and Vardhamana.* 
They are called SaSvata-Jinas because іп every utsarpini or avasarpini ага the 
names of these four Tirthankaras are always repeated. Belief in Siddha- 
yatanas, or in Sasvata-Jina-pratimás in various heavens and on mountain-peaks 
15 found in several Agamas. It is said that in the centre of the extremely 
beautiful Siddhayatana a devacchandaka is erected on a big mani-pithaka. 
This sanctum of the gods has one hundred and eight images of the Jinas 
installed therein. A poetic and exaggerated description of the various parts of 
the body of the Jinas follows. Then it is said that at the back of these idols 


= =>. = ~ 
у Џ i Y „$ ver p МЖ Ж, M ч: 
Fre" 


ма и م ت‎ 


> 


|| 


1 Pratistha-saroddhara, 1, 83, p. 9. Pandit Manoharlal, the editor of this text, adds in | 
а footnote: athátah sampravaksyámi grha-bimbasya laksanam| екапршат bhavec chrestham i 
dvyangulam dhana-násanam]] tryangule јауаіе vrddhih pidû syác caturangule/ pañcañgule tu vrddhih | 
зуда udvegas tu sadangule]] saptangule gayam vrddhir hanir astangule mata] navángule putra-vrddhir | 
naso dasangule]] ^ екадавапешат bimbam —sarva-kámártha-sádhakam] etat pramánam 
ata ürdhvam na kárayet]] iti granthantare’py uktam. 


‚ 4, sütra 307; Pravacana-sároddhára, 491, p. 117. For a very early 
шта, satra 137, p. 235. For Siddhdyatanas at various places accord- 

f on, see HarivamSa-purdna of Jinasena, parvans 5-6, рр. 70-140. 

en karma-bhümis. 

of Jaina cosmographical accounts has fifty-two such sásvata- 

cription of Siddhayatanas, see Jiyajiyabhigama-siitra, sūtra 139, 
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of the Jinas are figures of umbrella-bearers, gracefully holding white umbrellas, 
wreaths and garlands of koranta-flowers, extremely white and lustrous, like 
silver, the moon, etc. On each side of the image of the Jina are two figures of 
the flywhisk-bearers; in front of the Jina is a pair (one on each side) of Naga 
figures, of Yaksas, Bhütas, and of the kunda-dharas (holding water-jars or 
vessels) bowing and falling at the feet of the Lord. In front of the images 
of the Lord are placed bells, candana-kala$as (same as mangala-kalagas or 
pots of sandal-wood paste?), bhrügaras (jars), mirrors, dishes, vessels, seats, 
boxes of jewels of variegated hues, necks of horses, elephants, men, Kinnaras, 
Kimpurusas, Mahoragas, Gandharvas, bulls, caskets (cangeri) of flowers, 
garlands, powders, unguents, etc., mops of peacock-feathers, baskets ( patalaka) 
of flowers, one hundred and eight each of lion-thrones, umbrellas, flywhisks, 
oil-pots, pots of kostha, coyaka, tagara, haritala, hingula, тапайзИа, collyrium, 
and one hundred and eight banners. 


The above is possibly an account of standing images, as the description 
of Jina's limbs, etc., suggests. Though the set of asta-mahda-pratiharyas 
prescribed for images of Tirthankaras by both Svetimbara and Digambara 
pratisthd-texts of the medieval period and by silpa-works is not given above, 
some of the elements of the eight prátiharyas, constituting the parikara of а 
Jina image, do figure in the above account. The account is a poetic and exagge- 
rated mixture of description of Jina figures plus accessories of Jaina worship seen 
by the author or authors of such accounts. On the whole, on a comparison 
with available archaeological material, this account does not appear to reflect 
an age earlier than the early centuries of the Christian era. On the Jina 
figures of this period obtained from Mathura, we do find on each side of a 
Jina an attendant сатага-аћага, or а Naga figure with folded hands, and 
occasionally a та!а-аћата (garland-bearer) on each side at the top of the 
sculpture, an umbrella above the head of the Jina. Kunda-dharas, according to 
commentators, are minor gods who carry out orders (of Indra?), but if kunda 
is understood as a type of water-vessel, then we have a parallel in Mathura 
where the attendant figures sometimes carry a water-pot. 


The above account makes no mention of the /айслапаѕ of Jinas, nor of 


figures of базапа- devatas (attendant Yaksa and Yaksi protecting the Sasana — së p 


or church ofa Jina). These motifs are also absent in Mathura during EE 
Kushan period. Especially noteworthy is the $rivatsa-mark mentioned by the 


1 This S$vetámbara conception may be compared with a concise description in. he 


Digambara Hari-vam$a, parvan 5, verses 361-65, giving the parivára of | E 1 
or Jásvata images in the Siddhayatana. 
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canons and almost invariably obtained on  Tirthankara images of the 
Kushan age, but not on the polished (Mauryan) torso from Lohanipur or 
the standing early Рагзуапа а bronze in the Prince of Wales Museum, 
which I have assigned to a period before Christ (see above, pp. 87-88, 
plate 37). 


[m It seems that marks on soles of feet and palms of hands and the Srivatsa- 
S. mark оп the chest, etc., taken from traditions of maha-purusa-laksanas, came 
| | to be regarded as chief characteristics of а Tirthankara image. The texts 
| describing the sasvata-Jinas do not refer to garments on the figure of the Jina. 

| No early Jaina texts refer to the lists of mahd-purusa-laksanas so common in 
E Buddhist Hybrid Sanskrit texts and other Buddhist works. However, the 
| | Aupapatika-Sütra, an Upanga Agama text, giving the stock description (varnaka) 
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e of Mahavira's body, which is to be regarded as common to all Agamas, gives 

ra a very interesting description of Mahavira's body, which agrees, often in 
< 

M 


n———————— 


similar phraseology, with the mahd-purusa-laksanas of early Buddhist texts. 


According to the Аирарапка description of Mahavira’s body,? Mahavira's 
height was seven cubits, and the frame of his body as strong as the vajra, his 
breath fragrant like the lotus and he was handsome to look at. The body 
was free from sweating and such other defects. The front of his head (agra- 
Siras) was strong and high like the peak (kitakdra),? the hair on the head 
being dark and of thick growth, lying in schematic curls (pradaksindvartta). 

The scalp of the Lord, resembling a bunch of pomegranate-flowers, was pure 
and smooth like gold; his head was shaped like an umbrella (chattrakara); 
his unsullied forehead (јаја) possessed the lustre of the new moon, being 

clear and even; the face was perfect and shining like the moon, ears lovely, 

a Proportionate and good, the cheeks healthy and full. His eye-lashes, thin, 

_ dark and smooth, looked beautiful like a bent bow, the wide eyes resembled 

је full-blown white lotus, each eye-lash having a white hair; his nose 
ong, straight and uplifted like that of an eagle; his lower lip looked 
and ted like the coral, the cherry or the bimba-fruit; the rows of 
lustrous like the white moon, conch, milk, etc., were complete, 
indistinct and smooth; his palate and tongue shone like red-hot 


me of the Jaina ead Buddhist descirptions was read by the 


n the Vogel Commemoration Volume, which has sto mci not 
translation of the Aupapátika account is therefore added above 
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gold; his beard and moustache were well-dressed and grown in proportion 
to his age. His chin was well-set and well-developed like that of a lion; f 
his neck, four añgulas in length, looked like the conch (kambu-griva). His L 
shoulder was broad and rounded (pratipūrna) like that of the buffalo, the | 
bull, the lion, the boar and the elephant; his round, well-developed muscular L 
arms, with steady joints, were long like the latch of a city-gate; his hands, big 

and strong, looked like a cobra with expanded hood; his palms were soft and 

muscular, red and endowed with auspicious marks and had webbed fingers | 
with no intervening space in between (acchidra-jala-pani), a typical trait | 
found on Buddha images of the Gupta period, not yet available on any image 

of the Kushan age; the fingers again were both thick and soft with nails red 

and shining like copper. His palms showed marks of the moon, the sun, the 

conch, the cakra and the svastika, etc. He had a broad whest well-developed | 
and even, shining like a bar of gold, and having the mark of the Srivatsa; his | 
back was strong with bones invisible under the muscles. He had a beautiful 
healthy body shining like gold. 


His sides were well-developed, beautiful and symmetrical; the hair on his | 
body was pure, soft, slight, oily, delicate and charming. His abdomen was | 
strong and well-developed (рта) like that of the fish and the bird, his belly | 
like that of the fish, all the organs of his body pure апа defectless; his navel, | 
deep and developed like the newly-blossomed lotus, was spiral ( pradaksina- | 
vartta) inside like the whirling wave of the Ganga. The torso or the middle 
of his body was like the tripod, the pestle, the mirror or the thunderbolt, broad 
at ends and narrow in the middle; his hips were like those of the best horse 
or the lion, his privies like those of a horse, clean and well-formed. He had | 
the gait of the best of elephants; his thighs were shaped like the trunk of Р 
ап elephant; his knee-joints were invisible as if under the lid of a spherical ж 
box; his shanks were like those of a deer; his ankles were well-set and invisible 
under muscles; his feet, beautiful and well-built like those of tortoise, looked 
beautiful with close-set fingers having copper-red nails. The soles of his feet, 
soft and red like the lotus-leaf, showed marks of a mountain, a city, crocodile, 
ocean, disc, etc. Brilliant like a glowing fire, the lightning-flash or the rising 
sun, Mahavira possessed all the one thousand and eight marks of the best of 
human beings. 


concept of bh ose The Jaina description seems to sugges 
indirectly, the usnisa but not the ата. Hardly half-a-dozen Tirthankar 1 
so far known or published would show the ana. The изп isa 
invariably seen, but images without it are also known E M 


EX 
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- other sites. A circular filaka-mark on the forehead is rarely seen; one such 
— Specimen is from Mathura. [See above, p. 110 and fig. VI, from Varanasi. 
d _ —Editor.] 
The Jaina description wonderfully agrees with the conception, of the 
— Buddha figure in the Ratna-gotra-vibhaga of Sthiramati: An ideal abridged 
description of the Jina body is also obtained in the Vasudeva-hindi, which is 
` also a work of the Gupta age. 


t According to Jaina traditions, the Tirthankaras have certain extra- 
—— Ordinary qualities (atifayas)? But the group of eight mahd-pratiharyas, 
— well-known as the parikara of the Jina image, is not separated in the list of 
the ati$ayas given im early texts like the Samavàayanga-sütra. The emphasis 
— On only eight ati$ayas treated as mahd-pratihdryas came with the emergence 
of the full-fledged parikara on images of both the sects. The process was 
gradual as can be seen by comparison of Tirthankara sculptures of the Kushan 
and Gupta periods with those of the post-Gupta and medieval periods. 


The Jaina pantheon, so far as iconography and available remains are 
- Concerned, grew considerably after the Gupta period. Tantric influences 


. ka a of Indranandin, the Bhairava-Padmaàvati-kalpa of Mallisena and the 
Ambik d-kalpa of Na аага. The Jaina rituals are elaborated with strong 
of Hindu rites as is evident from the  Pratisthá-saroddhara of 
Digambara) the Мтудпа-капка of Padalipta and the Acara- 
Vardhamana-Süri (Svetambara). The height of Tantric trends, 
| pornos, was reached i in the Work called Vidydnusdsana of 


амач —m———! — n0 


h Society, XXXVI, pp. 1-119, and chapter III, 
` of the Buddha-body', Journal of the Oriental 


inima 
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Silpa-works like the Арагајпа-руссћа, the Devatd-mirti-prakarana, the Rüpa- 
mandana and the Vastu-sara of Thakkura Pheru, besides earlier works like the 
Manasara, are other very important sources for the study of Jaina iconography. 


SYMBOLS 
There is no Creator-god in Jaina philosophy and strictly speaking АЈ 
image-worship is not absolutely necessary for the attainment of emancipation. E 


It is the bhdva-worship (mental attitude) and not dravya-worship (physical 


worship, idol-worship) that really matters as shown by Kundakundacarya. gl 
Jaina worship is, therefore, regarded as a worship not of a god-head ora | 
deity but of a human being who has reached perfection of the soul freed from ет 
all bondage. And again it is not hero-worship in its usual sense but is the cal 


aggregate of qualities of the Perfect Man, of the Liberated Soul that is 
remembered, adored and developed in one’s own self by the worshipper by ee 
worshipping the idol of the Jina. The idol therefore serves more the purpose ` 
of a symbol of the aggregate of certain qualities than of a portrait of a Tirthan- 
kara or amahd-purusa. Emancipated souls or Siddhas or Tirthankaras (those 
Siddhas who establish the Jaina Tirtha constituted of sravaka, $ravika, sadhu 
and задћут) are souls freed from attachment (raga) or jealousy (dvesa) and 
therefore neither favour nor frown upon the worshipper of their idols. In 
worshipping the idol, the devotee remembers the qualities or virtues of the 
Jina and tries to imbibe them in one’s own life and being. 


It is therefore obvious that idol-worship was introduced and sanctioned 
in Jainism only because the common man or the lay-worshipper could not 
do without it and was possibly already accustomed to some sort of image- - 
worship. Worship of Yaksas, Nagas, Bhutas, Mukunda, Indra, Skanda, 
Vasudeva, trees, rivers, etc., is often referred to in the Jaina canons. These ` 
deities were invoked with various desires for reward, for obtaining children 5 
and so on. Naturally, therefore, Jainism imbibed elements of this type of ` p^ 
worship while it began worshipping Tirthankaras, Siddhas and monks i m 
various stages of spiritual progress and sect-hierarchy. It is also possibly mac 
attempt to replace and eliminate or undermine worship of elements of n 
Jaina character and association. It was but natural that in the. b 
was introduced and enjoined worship of image of the Arhats 
Siddhas, Acaryas (heads of a particular group of monks 
devotees—a gana or a gaccha or a kula), айуу 
and explain the scriptures to others) and Sadhus S ES 
are called the Five Supreme Ones—the Pafi а 
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ER. The Jaina пауаката-татта or the патазкага-татта, the highest and 

— the most revered invocation and incantation, is constituted of formulas making 

- obeisance to Arhats, Siddhas, Acaryas, Upadhyayas and Sadhus who are the 
Five Dignitaries. 


In a lotus-symbol, four dignitaries would be conceived or represented 
on four petals of the lotus (one in each direction) with the Arhat or Tirthan- 
kara in the centre. Though no such early representation has been discovered 
it seems that from very early times these five were the supreme objects of 
Jaina worship. 


kL 


At some later „stage, four more objects were introduced оп the lotus- 
petals intervening the lotus-petals of the four concerns of the eastern, southern 
western and northern directions. These are, according to the Svetàmbara 
sect, the conceptions of jñana (Right Knowledge), darsana (Right Faith), 
сатита (Right Conduct) and tapas (Right Penance), and according to the 
· Digambara sect, the сайуа (the Jina image), the caitydlaya (temple enshrining 
— the Jina image), the Sruta (scripture) and the dharma-cakra (or the Wheel of 

Law). These were represented as a diagram on stone or in metal or were 
| painted оп canvas or paper. The Svetambara diagram is called the Siddha- 
сакта (plate 307, on stone, from Nadol; plate 309A, in bronze, in the Baroda 
um), while the Digambara one (plate 309B, in bronze, from Tiruppa- 
штат!) is called the Nava-devata. In paintings of this diagram each 
· five Paramesthins has a particular complexion. Thus the Arhat, the 
, the Асагуа, the Upadhyaya and the Sadhu are respectively white, 
ow, blue and black in complexion.2 The colour of the remaining 
übers of the Syetambara Nava-Pada is to be visualized in meditation 
ording to Nava-Pada-Aradhand-vidhi? The Digambara diagram 


Bhadra Vidyalaya, Delhi (plate 308). Digambara tantra 
rams, the Laghu-Siddha-cakra and the Brhat-Siddha- 
different from the Digambara Nava-devata or the 


istha-vidhi, verses 10-14; Jina-samhita of 
-kalpa-tippanam (MS.) of Vadi-Kumuda- 
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Nadol : marble Paíica-Paramesthins in Svetambara temple 


PLATE 307 


CC-0. Gurukul Kangri University Haridwar Collection. Digitized by S3 Foundation USA 
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South India : bronze Paíica-Paramesthin, Digambara 
(Samantabhadra Vidyalaya, Delhi) 


PLATE 308 


CC-0. Gurukul Kangri University Haridwar Collection. Digitized by S3 Foundation USA 
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А. Baroda Museum : Siddha-cakra, Svetambara | 
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B. Tirupparuttikunram : bronze Nava-devata in 
Trailokyanatha temple 


PLATE 309 


CC-0. Gurukul Kangri University Haridwar Collection. Digitized by S3 Foundation USA 
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A. Gwalior fort : a caumukha 


B. Surat : bronze caumukha with seventy-two 
Jinas in Digambara temple 


PLATE 310 


СС-0. Gurukul Kangri University Haridwar Collection. Digitized by S3 Foundation USA 


AY ЕЦ 2. UEM 


[РАвт IX 


CHAPTER 35] ICONOGRAPHY 


А. Karanja : bronze sahasra-küta in Digam- 
bara Jaina temple of Balatkara-gana 
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B. Indian Museum : bronze caumukha with 
twenty-four Jinas 


PLATE 311 


CC-0. Gurukul Kangri University Haridwar Collection. Digitized by S3 Foundation USA 
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A. South India : Jina under caitya-tree 
(Samantabhadra Vidyalaya, Delhi) 


f B. Baroda : brass.tablet of asta-mangala in 
Svetambara temple 
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PLATE 312 


urukul Kangri University Haridwar Collection. Digitized by S3 Foundation USA 
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Kumharia : scenes of Mahavira's life on temple-ceiling 


PLATE 313 


CC-0. Gurukul Kangri University Haridwar Collection. Digitized by S3 Foundation USA 
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Mudbidri : bronze Sruta-skandha-yantra 


PLATE 314 


CC-0. Gurukul Kangri University Haridwar Collection. Digitized by S3 Foundation USA 
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Hemacandra refers to the Siddha-cakra as а diagram brought to light by | 
Vajrasvàmin from the last Vidyanupravada-pürva in the early centuries of | 
the Christian era." In the commentary Brhannyasa on his own Sabdanušasana, 

Hemacandra refers to the Siddha-cakra as a samaya-prasiddha (famous tradi- 
tionally) diagram. No earlier reference to the worship of the Siddha-cakra 
diagram is found, but in the Nitya-sandhyd-kriya-vidhi of the Jina-samhita: 
ascribed to Indranandi (circa tenth century)the Nava-devatas are invoked. 


It seems that from an early stage the Paiica-Paramesthins were worshipped and 
invoked. 


Archaeological evidence of the Kushan period, obtained from the 

excavations at Kankdali-tila, has not revealed any Siddha-cakra or Nava- | 
devata diagram or the Pafica-Paramesthins in one group, even though 
individually some of the Five Dignitaries like the Tirthankara, the Acarya, 
the Upadhyaya and the Sadhu are found represented. As regards the Siddha, 
it is difficult to say whether some of the unidentified statues of Tirthankaras 
were regarded as representing Siddhas. The Siddha is asaririn, free from the | 
bondage of even the human body, and as such his image was possibly not 

worshipped in the earlier stage. Itis only in the very late bronzes in the x 
Digambara shrines that we see the worship ofthe Siddha, whose figure is | 
stencil-cut on a metal plate, and we also find the Siddha figure in the | 
medieval sculptures and paintings of the Siddha-cakra and Nava-devata | 
diagrams. 


But the Mathura finds of the Kushan period do show that in the earliest | 
stages the caitya-stüpa, the caitya-tree and the ayaga-patas were worshipped. ч 
Tree-worship is very ancient not only in India but also in other countries. 4 
The Christmas Tree is one such example. Existence of tree-worship in Indus 
civilization is evidenced by representations on several seals and sealings. One 
of seals from Chanhu-daro depicts the pippala-tree* Some sealings from 
Harappa show trees enclosed by a wall or railings. ‘It cannot at present be 
stated definitely whether tree worship pertained to trees in their natural | 
state or to their indwelling spirits The Taittiriya-Brahmana (1.1.3) speaks 
of seven holy trees. In the Rgvedic Apri-Süktas, vanaspatis are invoked.’ 


1 Yoga-Sastra, 8, 74-75. 

2 Incomplete MSS. of this work are available in Digambara Jaina Bhandaras. 

3 John Marshall, Mohenjo-daro and the Indus Civilization, London, 1931, I, p. 312; NG. | E 
Majumdar, Explorations т Sind, Memoirs of the Archaeological Survey of India, no. 41, Delhi, b 
1934, plate XVII. 8 

4 The Vedic Age, ed. В.С. Majumdar and A.D. Pusalker, London, 1951, p. 188. 

5 A.A. Macdonell, Vedic Mythology, Strassburg, 1897, p. 154. 
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Osadhis are called ‘mothers’ and ‘goddesses’ and are invoked chiefly with 
waters and mountains.  Caitya-vrksas are mentioned in the Atharvaveda- 
Pari$ista, LXXI, where large trees are addressed as deities; they are connected 
with human fertility and nymphs inhabiting them are asked to be propitious 
to passing wedding-processions. Souls or spirits were supposed to dwell in 
trees and to haunt them and were looked upon as gods? Offerings are 
made tothese tree-spirits, who are pleased when garlands are hung upon 
the branches and lamps lighted on all sides, and bali-offerings made at the 
foot of the trees. Both Manu and Yajüavalkya ask a snàtaka to circum- 
bulate sacred trees (aSvattha, etc.) on his way. 


The Mahabharata forbids even the felling of trees that are known as 
caityas. Kane interprets caitya as ‘trees like the afvattha that have a platform 
(caitya)> built for them’. The stone dias, throne or platform was regarded 
as Yaksa’s haunt (bhavana) as pointed out by Coomaraswamy, who also 
says : ‘Most of the Yaksa cetiya referred to in Buddhist and Jaina literature 
may have been sacred trees." The Vasudeva-hindi of Sarhgha-dasa-gani (circa 
fifth century A.D.) shows that there was an udydna (park) called Manorama 
in Saliggama in Magadha Janapada. Therein was the Jakkha Sumano, 
whose stone plaque or platform (sila=$ila) was placed under an asoka-tree, 
the sila being known as Sumana. There the people worshipped the Yaksa. 
A certain person called Satya spent a night in meditation in this area of the 
Sumana-sila, standing in the kayotsarga-pose, in order to propitiate the Yaksa. 
It seems that Sila is here used in the ёѕепѕе of a plaque or relief deposited 


under the asoka-tree (revered as caitya-tree) on a platform (sila-paesa) where 
Satya could stand in meditation. 


Thus, by the time of Buddha and Mahavira, possibly somewhat before 
their age, some of the caitya-trees that “were formerly only enclosed in a 


1 Ibid. Rgveda-Samhità, X, 97, 4 which is the same as Yajurveda-Samhitd, ХИ, 78, and 
Taittirtya-Samhita, IV, 2, 6, 1. 

* А.К. Coomaraswamy, History of Indian and Indonesian Art, London, 1927, p. 41. 

3 Chandogya-Upanisad, УТ, 11; Jataka, IV, p. 154. 

^ Jataka, У, pp. 472, 474, 488; IV, 210, p. 353; III, p. 23; IV, 153. Also Manu-smrti, 
Ш, 88; Brhad-Gautama, Jivananda Vidyasagara's collection, part 2 p. 625. 

5 For the origin and evolution of the meaning of citya and caitya and for three kinds 
of caityas mentioned in Jaina canonical literature, see Shah, op. cit., 1955, pp. 43-45. 

6 P.V. Kane, History of Dharmasastra, П, 2, p. 895. 

7 Coomaraswamy, op. cit., p. 7, n, 4, and 47, 

8 Vasudeva-hindi, pp. 85 and 88. 
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small railing (as in the Indus seals and in the Mathura ayága-paías); now had 
sild-patas installed under them, besides a stone (or brick) platform around У 
their trunks. Not all the trees had these fild-pafas but only those that were EN 
worshipped as haunts of spirits. Some caitya-trees possibly had platforms 2; 
but not Sila-patas and some continued to have only railings. But in some 
reliefs of Bharhut we see that stone plaques placed on stools or dsanas and 
installed near the trunks of caitya-trees are worshipped by devotees.? 


It is possible to infer a stage in which the object of worship was carved - 228 
in relief on the surface of the sild-pata itself and offerings placed on it. E 
We see on some of a&ydga-patas of Mathura the figure of a Tirthankara carved 
in the centre. Also the name dydga-pata itself suggests that offerings were 
placed on or near them. 2 


The stock-description (varnaka) of a caitya (Јаккћауауапа= Yaksa-caitya- 
according to commentators) in the Jaina canons is the description of the 
Pürnabhadra-caitya obtained in the Aupdpatika-sitra, sutras 2-5. According 
to it, the Pürnabhadra-caitya in the Ашгазаја-уапа situated to the north-east 
of the city of Campa was very old in age (ciratita), recognized by people of EV 
old as ancient (porana) and famous. On all sides of it was a big forest-grove 
having a central big asoka-tree with a prthivi-sild-patta under it, slightly 
reclining against the stem and placed on a simhasana. It was black like 
collyrium, dark-blue like nilotpala, shining (reflecting) like the surface of a + | 
mirror (ayamsayatalovame), soft to the touch like butter, cotton, etc. Inci- ic 
dentally, as I have shown before, this is the description of a highly-polished 
(Northern Black Polished Ware) terracotta plaque (prthivi-sila-patta) existing y 
in the sixth century B.C.? 


It is this prthivi-$ila-patta which is the precursor and prototype of the 
ayaga-patas from Kankali-tila. This is further supported by the inscription 
on the dydga-pata set up by Vasu, daughter of LonaSobhika, where the tablet 


1 V.A. Smith, The Jaina Stiipa and other Antiquities of Mathura, О, Survey pa 
of India, New Imperial Series, XX, Allahabad, 1901, plate IX, p. 16. The inscription on m ў 
this aldee i is highly defaced, Epigraphia Indica, II, plate Ib, pp. 311-13. 7 bru. 

? B.M. Barua, Bharhut, Calcutta, 1937, book Ш, figs. 26, 28, 30, 31, 32; Coomaraswamy, ⁄ 

op. cit., figs. 41, 46, 51. ^ ES 

з Foundations ofthe Оћознагата monastery have yielded the Northern Blac 
Ware of different colours. The medieval commentators were unable to un d 
ficance and quietly omitted to explain the word prthivi attached to Sila-p 
tablet of the mother-goddess, Prthivi, as some scholars tried to: explain. j 
Pürnabhadra and not of the mother-goddess Prthivi. The plaque (pai 
(terracotta). Et. 
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is actually called sila-pato1 It is expressly stated іп the last line that this 
tablet was meant for worship of (offering to) Arhats (Arahata-piijdye). 


Hemacandra refers to bali-pattas? with figures of asta-mangalas in Jaina 
shrines. These are certainly the dydga-patas since each of the dydga-patas 
discovered hitherto at Kankali-tila (except the tablets of ascetic Kanha and 
Aryavati, above, plate 19) has, as its central prominent motif, one of the 
asta-mangala symbols. Thus, we have dydga-pata with svastika, tri-ratna, stupa, 
dharma-cakra, sthapanácárya (or Indra-yastias identified by V.S. Agrawala), 
etc. Some of the tablets have figures of ali the eight auspicious symbols on 
them, for example, the ayaga-pata which is the gift of Sihanadika, the ayaga- 
pata ofthe wife of Bhadranandi and the ayaga-pata of an unknown donor 
from Mathura. The list of .eight auspicious symbols of the age was 


somewhat different from the lists now current with the Svetambara and the 
Digambara sects. 


The practice of installing objects of worship on platform under caitya- 

trees continues to this day in India, and we find loose broken or intact images 

| and stones placed on. such platforms under trees in villages and towns. Ап 
interesting evidence of about first century B.C. is obtained in a relief-panel from 


Mathura which has the representation of a Siva-linga under a tree, both 
enclosed in a railing.“ 


In the Aupapatika-sutra description of the caitya of Pürnabhadra (a well- 
known ancient Yaksa), there is no mention of a structural shrine, and here 
possibly the tree itself with sild-patta is the Yaksa-àyatana asin the case of 
i m Suciloma-Jataka (Samyutta-Nikaya, 11, 5) where a tankite тайсо is stated to 
i be the Yakkha's haunt (bhavana). It seems that the carving of a figure (of the 
FE Yaksa or any deity) on the sild-patta or of installing а sculpture ofa deity 


1 V.S. Agrawala, ‘Catalogue of the Mathura Museum’, Journal of the U.P. Historical 
Sociery, XXIII, parts 1-2, pp. 69 Я. For a fuller description of the passage from the Аирарайка- 
sutra, see Shah, op. cit., 1955, pp. 67 ff. 

2 See the remarks of U.P. Shah in ‘Varddhamana-Vidya-Pata’, Journal of the Indian Society 
of Oriental Art, IX, 1941. Нетасапага, in his Trisasti, I, 3,422 ff., describing a samavasarana 
says : “The arches were adorned with flags and white umbrellas and eight auspicious symbols 
below looked like those on offering slabs (bali-pattas).’ 

3 Smith, op. cif, plates IX, VII; above, plate 3. For a fuller description of and 
discussion on aydga-pafas, see Shah, op. cit., 1955, pp. 77-84, figs. 7, 10, 11, 13, 14, МА, 
14B, etc. 

4 Shah, op. cit., 1955, fig. 67. 


MM A ES ы ll lc L... 


482 


CC-0. Gurukul Kangri University Haridwar Collection. Digitized by S3 Foundation USA 


CHAPTER 35] ICONOGRAPHY 


under a caitya-tree was a later stage; but it must be remembered that even 
this stage might have been reached in the age of Mahavira if the shrine of 
Maggarapani Yaksa of Rajagrha, referred to in Jaina canonical literature, can 
be regarded as dating from Mahavira's times. 


Both Buddha and Mahavira? and many other thinkers and sages of old 
used to meditate under such trees, on these platforms. This practice of 
meditating under trees is what Buddha seems to have resorted to, as suggested 
by Rhys Davids when at the end of some earnest dialogue Buddha used to close 
it with an appeal : ‘Here are the trees: think this matter out.” 


Another stage in the worship of the caitya-tree can be easily imagined in 
the erection of a pitha with sila-patta on each of the four sides of a tree. This 
served as the fundamental conception of the early caitya, open on four sides, 
the caturmukha shrine, also in the conception of pratima sarvatobhadrika 
from Kankali-tilà, in which a Tirthankara is standing (above, plate 18) or sitting 
on each of the four sides. This inference is confirmed by the elaborate account 
of caitya-vrksas in the samavasarana of Adinatha, described by Jinasena in his 
Adi-purüna. They are called caitya-vrksas because at their roots are placed, on 
four sides, four images (caityas) of the Jinas. The caitya-trees of the 
Bhavanavasi class of gods are described in a similar way by the Tiloya- 
раппа „5 


The original conception of a caturmukha-pratima (image facing four 
directions, fourfold image), so far аз the samavasaranais concerned, is based 
upon the belief that in the circular auditorium in which the Jina delivers 
his sermon sitting on a dais in the centre, with the audience sitting on all sides, 
three images of the exact likeness of the Jina were installed by Indra for facing 
the three directions except the one which the Tirthankara himself was facing, so 
that all beings sitting in the different directions would be able to face the Jina. 
Thus, in this conception it is the figure of one and the same Jina that is to be 
seen facing each of the four different directions. Thus, in a fourfold image 
of Mahavira one should find four of images of Mahavira facing the four 
directions. But almost all the fourfold images found at Kankali-tila disclose 


1 Cf. Odette Viennot, Le Culte de l'Arbre dans l'Inde ancienne, plate УШР, from the 
Amaravati stūpa. 

? Cf. Bhagavati-sütra, 3, 2,sütra 144, which describes Mahavira as meditating under а 
tree on a prthivi-Sild-patta. 

3 T.W. Rhys Davids, Buddhist India, pp. 230-31. 

1 Adi-purdna, 22, 184-204, I, pp. 524-27. . 


5 Tiloya-pannatti, 3, 33-39, 1, p. 115. ; R 
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figures of four different Tirthankaras facing the four quarters. At least two of 
them can be identified—one, Rsabhanatha with hair-locks falling on his shoulders, 
and the second, Parsvanatha with snake-hoods over his head. The third must 
have been Mahavira, being the last Tirthankara, while the fourth might have 
represented Neminatha. This is inferred because in the Kalpa-siitra lives of 
the remaining twenty Jinas are treated in an identical stereotyped fashion. 


It is, therefore, possible that the fourfold images from Mathura, known 
as pratima sarvatobhadrika from inscriptions on their pedestals, are not based 
on the conception of the gandha-kuti (sitting in which the Tirthankara delivers 
his sermon) of a samavasarana but perhaps has its origin in the concept of 
Yaksa-caityas under trees. In the stock-descriptions (varnaka) of the Siddhdya- 
tanas in the Jaina Agamas, we find that such a shrine had three entrances. In 
front of each entrance was a portico (mukha-mandapa) adorned with asta- 
mangala motifs. In front of these were the preksd-grha-mandapas or assembly- 
halls. Facing them was a caitya-stüpa on а mani-pithika. On four sides of each 
stupa were mani-pithikas, each platform surmounted by Jina figures facing the 
stupa. This shows the conception of Jina figures facing four sides. 


The Adi-purana of Jinasena» describes a type of pillars known as the 
mana-stambha in the first rampart of the samavasarana. At the base of these 
pillars on four sides were placed four golden images of Jinas. Such pillars are 
also described in the Tiloya-pannattit which says that the Jina images were 
placed on the top of a pillar. The Kahaun pillar with an inscription of the 
Gupta age* shows four Jinas on four sides at the top and one at its base. 
Such figures are usually enshrined in a square pavilion, on top, open on four 
sides. This practice remains popular even today amongst the Digambaras. 
At Deogarh are certain pillars which show variations in this older tradition of 
mana-stambha. Sometimes, besides the four Jina figures on the top, four 
figures of subordinate deities, Yaksis, Ksetrapalas, etc., were shown at the base, 
while on the top sometimes a ganadhara or an Acàrya replaced one of the four 
Tirthankara images. An elaboration of the same conception is the famous Jaina 
stambha at Chitor in Rajasthan.’ 


* For the evolution of the caitya, see Shah, op. cit., 1955, pp. 43 ff., esp. pp. 56-57, 94-95. 

? Jivajivabhigama-sütra 3, 2, 137 Я. Also see Вћагауап-зшта, 20, 9, sutras 684-794. 

8 Adi-purána of Jinasena, 22, 92-102, pp. 515-16. 

4 Tiloya-pannatti, 4, 779 ff. It would be worthwhile checking up if any of the fourfold 
images from Kankali-tilà was a part of either the base or of the top of a pillar. 

5 J.F. Fleet, Inscriptions of the Early Gupta Kings, Corpus Inscriptionum Indicarum, III, 
Calcutta, 1888, pp. 66-68. 

в See Shah, op. cit., 1955, fig. 56, for a pillar in the compound of Temple 12 of Deogarh, 
and ibid., fig. 82, for the stambha of Chitor (also above, plate 219). 
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Mention may be made here of the conception of caturmukha (caumukha) 
Jaina shrines where the sanctums have doors facing four sides, and the chief 
image in worship is a fourfold Jina image with а Tirthankara (not necessarily 
the same) facing each direction. A very early famous shrine of this type is the 
famous Paharpur temple in Bengal which has disclosed Hindu reliefs. It is 
difficult to say whether it was originally a Jaina shrine or not, but the find of a 
copper-plate dated in the year 159 (А.р. 478), referring to the Jaina Pafica-stupa- 
пікауа, obtained from Paharpur is noteworthy. However, there are several 
famous Jaina caumukha shrines in India, a unique example being the Trailokya- 
dipaka caturmukha-prásada at Ranakpur, Rajasthan; another famous example 
is the Kharatara-vasahi temple (circafifteenth century) in the Dilwada group 
of shrines on Mount Abu. 


We have referred to the practice of installing fourfold images at Mathura. 
The Sonbhandar cave at Rajgir has a post-Gupta caumukha in stone having on 
each of the four faces a different Jina—Rsabha, Ajita, Sambhava and 
Abhinandana. An earlier sculpture from Sarnath in the Bharat Kala Bhavan, 
Varanasi, is a fourfold stone image. Quite a large number of fourfold images 
in stone and metal installed in different periods of history are still being wor- 
shipped in several Jaina temples all over India. For a further elaboration of 
this concept in the medieval age, see plate 310A, from the Archaeological 


Museum, Gwalior. 


Perhaps some time in the medieval period, worship of groups of twenty- 
four Tirthankaras or of seventy-two Tirthankaras—twenty-four each of the 
past, present and future aras or aeons (plate 310B—from a Digambara Jaina 
temple, Surat) or of one hundred and seventy Tirthankaras of different regions 
and of one thousand Tirthankaras (plate 311A) of one thousand peaks of Jaina 
cosmographical accounts (having Jaina shrines) became popular. These groups, 
excepting the last one, were often represented on relief-slabs. The last one, 
for convenience, was preferably represented as a fourfold image with miniature 
images on all sides. Even the groups of one hundred and seventy or seventy-two 
were more conveniently represented as fourfold (caturmukha) images. But 
caumukha images with a total of twenty-four Jinas distributed over four sides 
are not rare. Again, in such representations artistic variations are found such 
as by distributing the twenty-four figures in three tiers (plate 311B), or in cases 
of larger groups the whole sculpture is shown as a miniature shrine with a top. 


To revert to the caitya-trees. Tree-worship, popular from very ancient 
times, noticed on Indus seals and in Vedic and Smrti literatures, formed an 


[+ See above, chapters 21 and 28, for Paharpur, Ranakpur, etc.—Editor.] 
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important aspect of the religious cults of the masses with whom Buddha and 
Mahavira were mainly concerned in their opposition to Vedic priestly class and 
its rituals. Mahavira stayed in such shrines both before and after kevala-jfiana. 
The belief that Buddha and Mahavira obtained enlightenment under such 
caitya-vrksas might have been based on facts, and when lists of other Buddhas 
and Tirthankaras grew their caitya-trees were recorded by both the sects. 


But since in early Buddhist art Buddha was not represented in human 
form, the bodhi-tree attained greater importance, while the Jainas were satisfied 
with recording of the list of caitya-trees of different Jinas and by giving them 
secondary importance in worship and art. But the caitya-tree had to be 
introduced on relief-sculpture of Tirthankara, by showing its foliage spread 
over his head, becaüse ofthe great popular appeal the tree had in ancient 
India. Both Jainism and Buddhism gave a new meaning to this tree-worship. 
The caitya-trees were worshipped and represented in art, not because they were 
haunted by spirits and godlings, but because they were associated with the en- 
lightenment of Buddha and the Tirthankara. Originally perhaps the Jina image 
was placed under a caitya-tree. The bronze figure of a caitya-tree obtained in 
the Chausa hoard of Jaina bronzes (above, plate 22C), now in Patna Museum, 
was perhaps worshipped in such a way, with a separate small Jina placed near 
its trunk. With the growth of shrines, the practice almost died out gradually, 
but still we can see a tree (rayana-tree in Gujarati) associated with Rsabhanatha 
being held sacred and worshipped on Mount Satrunjaya. That the caitya-tree 
was given special importance due to the tree-cult of the masses is best 
illustrated by a type of Tirthankara images where the Jina is shown sitting 
under a big prominent tree (plate 312A), almost all other prdtiharyas (elements 
of parikara of a Jina image) being either eliminated ог subdued.: 


The earliest reference to the caitya-tree of Mahavira is perhaps in the 
account of Mahavira's life in the Acaranga, book II, which is regarded later in 
age than book I. The Kalpa-sütra, which speaks of the lives of the twenty-four 
"Tirthankaras but gives details of the lives of only four, Rsabha, Nemi, Parsva 
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in the Bharata-ksetra.' This last list, being common to both the Digambara and 
the Svetambara sects,? was evolved before the Digambara-$vetambara differences 
were aggravated in the fifth century. 


The Jainas have assigned the spirits connected with the tree-worship to 
the class of Vyantara gods. The Vyantaras are subdivided into eight groups, 
Pi$acas, Bhütas, Yaksas, Raksasas, Kinnaras, Kimpurusas, Mahoragas (Nagas) 
and Gandharvas. Each group has оп its crest the symbol (of a tree) in the follow- 
ing order—the kadamba, sulasa, vata, khatvanga, a$oka, campaka, naga and 
tumburu according to the Svetambara tradition. The Digambara list? substitutes 
the badari-tree for the khatvanga. Khatvanga alone does not seem to be a 
tree in the Svetambara list. 


The Sthaánanga-sutra* gives a list of caitya-trees worshipped by the ten 
classes of Bhavanavasi gods; a different list is supplied by the Tiloya-pannatti.* 
This signifies the association of caitya-tree or the tree-cult with the area of 
Jaina shrines. 


Along with the conception of caitya-trees may be noted the conceptions 
of the Tree of Life and the Wish-fulfilling Tree (kalpa-druma) in Brahmanical 
and Buddhist texts. Jaina texts also speak of ten kalpa-drumas. These are 
described in detail in the Jambudvipa-prajfiapti, Нетасапага describes ten 
kinds of kalpa-trees in the Uttarakurus as follows : The ten kinds of wishing- 
trees, madyangas, etc., always give to people whatever they desire without 
effort on their part. Among these, the madydngas give wine, the bhrrigas dishes, 
the turyangas choice musical instruments . . . The dipa-Sikhas and jyotiskas give 
wonderful light, the citrangas furnish ornaments, the citrarasas, in turn, food. 
The manyangas furnish ornaments, the gehakaras houses and the anangas 
various kinds of divine apparel. 


1 Samaváyánga-sütra, 159, сатаудуа, р. 152. Also see Jivajivadhigama-sutra, satra 127, 
p. 125, and sütra 142, p. 251, for caitya-trees. 

2 Ramachandran, ор. cit., pp. 192 ff, gives a list of caitya-trees of all the Jinas of this 
age which seems to be incorrect. For Digambara lists, see Pratisthá-saroddhára, 4, 106, р. 101; 
Tiloya-pannatti, 4, 916-13, I, p. 264. 

3 Forlists of both the traditions with sources, see Kierfel, Die Kosmographie der Inder 
рр. 273 Я. 

4 Sthánánga-sütra, 10,3, sūtra 766, II, p. 487. The commentator says that these trees 
were worshipped near the Siddhayatanas. 

5 Tiloya-pannatti, 3,136, I, p. 128. 

в Especially see А.К. Coomaraswamy, Elements of Buddhist kana Cambridge, Mass., 
1935. 


7 Jambüdvipa-prajsapti, 20, pp. 99 ff; also see Freweean elTe cha 1067-70, p. 314; 


Нап-уатба of Jinasena, I, pp. 146-47. 
8 Trisasti- Salaka ы I (Gaekwad Oriental Series); tr. Helen Johnson, PP- 29-30. 
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Belief in auspicious dreams is very ancient in India as evidenced from a 
reference to the effect of such a dream found in the Chàndogya-Upanisad, У, 2, 
7, 8. When a would-be Tirthankara descends from heaven into his mother's 
womb, the mother sees certain dreams which are regarded as auspicious. Accord- 
ing to the Svetambara belief the mother sees fourteen different objects in the 
dream, while according to the Digambara sect the dreams are sixteen in number. 
| The fourteen dreams seen by the mother of Mahavira are described in detail in 
| the Kalpa-sütra : (1) a white elephant, large and beautiful, with four tusks, (2) a 
| white bull surrounded by diffusion of light, with а charming hump and horns 

greased at lips, (3) a sportive lion, white and beautiful, with a flapping tail and 
| protruding tongue, (4) the goddess Sri, four-armed, adorned with ornaments, 
| carrying the lotuses and lustrated by elephants, (5) a garland of various flowers, 
x (6) the full moon, (7) the red sun, (8) a wondrous beautiful banner fastened 
| | to a golden staff, with а Поп on top, (9) a full vase, filled with water and 
+ Jotuses, the abode of fortune, (10) a large lake full of lotuses and aquatic 
animals, (11) the Ocean of Milk, with agitated waters, full of aquatic animals, 
(12) the celestial palace (deva-vimdna) of numerous columns, with hanging 
garlands, decorated with pictures or sculptures, (13) the jewel-heap (ratna- 
rası) with all sorts of jewels, and (14) smokeless fire with flame in constant 
motion. 


Kalpa-sütra miniatures show representations of these dreams either in a 
group, as in Brown’s? fig. 19, or singly, as in his figs. 20-33. The most com- 
mon type of Kalpa-sutra miniatures (cf. Brown's figs. 6, 18) represents the 
mother of Jina sleeping on a cot in the lowest panel and in two or three panels 
above are shown, in different rows, smaller figures of the fourteen dreams. 
Dreams are also represented in stone reliefs of the lives of different Jinas. 
Plate 313 illustrates such a group from the life of Mahavira on a ceiling in one 
| of the temples at Kumbharia. 


Belief in auspicious dreams, though very old in ancient India and com- 
~ mon among all sects, entered into descriptions of lives of Jinas at some later 
— — stage. The Kalpa-sütra description, which perhaps is the earliest available, 


1 For an interesting discussion on and interpretation of some of these prognostic dreams, 
„К. Coomaraswamy, ‘The Conqueror's Life in Jaina Paintings’, Journal of the Indian 


| Norman Brown, Miniature Paintings of the Kalpasütra. For other illustrations, see 
'ra-kalpa-druma, Y, fig. 73; Coomaraswamy, Catalogue of the Indian Collections in the 
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contains a reference to dinara-mala.: This shows that this portion of the text 
post-dates the introduction and popularity of the denarius coins in India. Мо 
earlier representations of the dreams are available. Lists of dreams seen by 
mothers of Cakravartins, Vasudevas and Baladevas may be still later. 


According to the Digambara tradition, the sixteen dreams of the Jina's 
mother are: (1) Airavata, the elephant of Indra, (2) the best of the bulls, (3) 
lion, white in colour with red manes, (4) the goddess Padma (Sri) seated on 
golden lotus and lustrated by elephants, (5) pair of garlands of best flowers, 
(6) the moon, (7) the sun rising from the Udayacala mountain, (8) pair 
of full vases with lotuses placed on their mouths, (9) pair of fish, (10) 
celestial lake, (11) agitated ocean, (12) a lofty golden lion-throne, (13) 
a celestial car (vimana), (14) a palace of the king of snakes (nagendra- 
bhavana), (15) heap of jewels, and (16) smokeless fire. 


Representations of the sixteen dreams are popular amongst the Digam- | 
bara Jainas and are often carved on door-lintels of shrines, an early specimen | 
of these being available on the door-frame of the Santinatha temple at 
Khajuraho. There are some more representations of the dreams on the door- 
frames of different Jaina shrines at Khajuraho. 


of other Salaka-purusas like the Vasudevas, the Baladevas and Сакгамаг 5.“ 
They are not known to have found a place amongst the paintings or reliefs 
discovered hitherto. 


| 
Jaina traditions speak of a fewer number of dreams seen by the mother | 
| 
| 
| 


The asta-mangalas, familiar to both the sects, are known to Jaina worship 
from ancient times. There a few variations in the Svetàmbara and 
Digambara lists of these objects, noted below. According to the Svetambara 
canonical text Aupapátika-sütra, they are: svastika, $rivatsa, nandyavarta, 
vardhamanaka (powder-flask), the full vase, darpana (mirror) and matsya (or 
matsya-yugma, а pair of fish) These are often referred to in Jaina texts, 
including canonical works, as decorating tops of architraves or ramparts, or 


1 Muni Sri Punyavijaya, in his Introduction to his (critical) edition of the Pavitra-Kalpa- 
sūtra, p. 10, says that the detailed description of the fourteen dreams of the Kalpa-sütra is x 
not referred to in Agastya-simha-Süri's Carmi on this work and that it is difficult to say | 
whether this part is genuine. According to him, both the Niryukti and Сйтї on the Dasasruta- ДУ 
skandha (of which the Kalpa-sütra is the eighth adhyayana) date from circa A.D. 350 or earlier. 

2 Adi-purana of Jinasena, sarga 12, verses 101-19; Hari-vamsa of Jinasena, sarga 8, 
verses 58-74. 

3 Such beliefs are common to both sects but the differences in their lists show that they 
have grown after the final crisis between the Svetimbaras and the Digambaras in the Gupta age. 
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placed on caitya-trees and platforms, or painted on walls and so on. 

Hemacandra also notes that the eight auspicious symbols were represented on 

bali-pattas or offering slabs. In modern Jaina temples we have offering-stands 

р with low legs made of wood or metal, to hold offering in temple-worship. 

у They have eight auspicious symbols or the fourteen or sixteen dreams, carved 

or embossed оп the sides. Often Jaina ladies prepare in the hall of worship 

such eight symbols on platters with uncooked husked rice. Small metal 

platters with the asta-marnigalas cast or engraved are also seen in the sanctums 

along with other metal images (plate 312B). Most of these small platters are 
hardly older than a century or two. 


But the reference by Hemacandra to bali-pattas with asta-mangala 
symbols is interesting since this is supported by the evidence of asta-mangalas 
on ayaga-patas of the Kushan age, obtained from Mathura. The tablet set up by 
Acala, wife of Bhadranandi (fig. XI of Smith, op. сй.), shows four symbols in 
the upper panel and eight more in the lower one? In the lower panel, the 
partly-mutilated first symbol from the right end was possibly the srzvatsa. The 
second is the svastika, the third a half-open lotus-bud, the fourth a pair of fish, 
| the fifth a water-jar, the sixth either an offering of sweets or a heap of jewels 

(ratna-rasi). Тһе seventh seems to be a cross-stand with a scripture on it, 
perhaps the sthapana, but it could have been the bhadrdsana. The eighth symbol 
seems to bea defaced tri-ratna. The uppermost central rectangular panel 
shows the srivatsa, another type of svastika with bent ends and two unidenti- 
fied symbols, the first of which may be an asana (Бйаагазапа ?). A better- 
preserved set of eight symbols is obtained on the dydga-pata set up by 
Sihanadika (J. 249 of the Lucknow Museum). This, as well аз the tablet of 
Acala, show in the central square four composite tri-ratnas. In the uppermost 
central rectangular panel, the tablet of Sihanadika shows а pair of fish, а 
heavenly car, a Srivatsa-mark and a powder-box. In the corresponding part 
of the lowermost panel are shown a fri-ratna symbol, a full-blown lotus, a 


symbol which Agrawala recognized as Indra-yasti or vaijayanti and а mangala- 
kalaśa.5 


w oS 


| 


The ayaga-paía set up by an inhabitant of Mathura (J. 248 of 
the Lucknow Museum) has in the centre a sixteen-spoked wheel, the 
PY 5 Тизазй, Y, pp. 112, 190; Adi-purána, parva 22, verses 143, 185, 210, etc.; Кауараѕепаіуат, 


| x ed. andit Bechandas, p. 80; also pe ern. I, p. 43. 
i е 


V.S. + er 4 Guide to Lucknow Museum, p. 2, fig. 5, and his Harsa-carita ek 
krtika Adh ayana us 120; Smith, op. cit., plate VIT, p. 14. 
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dharma-cakra “The tablet set up by the wife of Sivaghosaka (J. 253 of the 
Lucknow Museum) has four composite tri-ratnas (with a Jina in the centre).? 
The tablet set up by an unknown donor (J. 250 of the Lucknow Museum)? has 
in the central bigger circle an ornamental svastika, enclosing in its four arms 
the svastika, the $rivatsa, a mina-yugala and the Indra-yasti (vaijayanti ?, 
sthapana ?) symbols. The centra] smaller circle has composite fri-ratnas with 
an inset Jina figure. The lowermost panelof the tablet has some defaced 
symbols where a water-jar, a half-open lotus, a tri-ratna and а svastika can be 
easily recognized. The dydga-pata set up by Sivamitra, recovered in а 
fragmentary form, shows in the centre the leg of a big cross-legged stand 
which, in the tablets noted above, has been referred to as a sthāpanā (?) 
or an Indra-yasti (?) etc. This analysis suggests that besides having small 
representations of a few or all the eight asta-mangalas, each of the 
ayága-patas mentioned above has at least one bigger or major representation 
of one of the asta-mangalas. Possibly there existed ayaga-patas with such repre- 
sentations of the remaining symbols of the asta-mangalas acknowledged by 
the Jainas of Mathura in the Kushan period. This shows that Hemacandra 
had with him the knowledge of a genuine old tradition regarding bali-pattas 
with representations of asta-mangalas. 


Asta-mangalas are represented т miniature paintings? of Jama manuscripts 
ог in paintings on canvas of different patas, and in scroll-paintings of the 
vijffíapti-patras; Small metal platters of these asta-mangalas are also dedicated 
in Jaina temples and worshipped along with other Jaina metalimages in the 
sanctums (cf. Shah, op. cit., 1955, fig. 60). 


The asta-magalas are worshipped in Jaina rites. The Асата-атакага, 
a Svetambara text of the fourteenth century, attempts to explain the conception 


1 Shah, op. cit., 1955, fig. 14, p. 77; Smith, op. cit., plate VIII, p. 15; Buhler in Epigraphia 
Indica, ЇЇ, pp. 200, 313. 

? Shah, op. cit., 1955, fig. 12, pp. 76-77; Smith, op. cit., plate X, p. 17. 

3 Shah, op. cit., 1955, fig. 11, p. 81; Smith, op. cit., plate IX, p. 16. 

* Shah, op. cit., 1955, p. 80; Smith, op. cit., plate XIII, p. 20. 

5 It must however be remembered that the worship of these dydga-patas was not limited 
to that of the eight symbols. It was extended to the worship of the stupa, the caitya-tree, the 
dharma-cakra, the Jina, Aryavati (perhaps mother of Mahavira), learned great Acaryas like 
the ascetic Kanha and, so on, as we have dydga-patas with such chief representations, АП the 
dydga-pafas taken together seem to provide us with all the chief elements of Jaina worship 
in the Kushan age at Mathura. 

$ Jaina Citra-kalpa-druma, I, figs. 82, 59. 

7 Johnson's translation of Trisasti, I, plate IV. 
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3 š behind each of these symbols. According to it, the kalasa is worshipped 
because the Jina is verily like a kalasa in his family. The mirror is for seeing 
= one's true self. The bhadrdsana is worshipped as it is sanctified by the feet of 
the blessed Lord; the vardhamanaka is suggestive of increase of wealth, fame, 
—— — merit, etc. It is said that the highest knowledge has manifested itself from the 
a _ heart of the Jina in the form of the Srivatsa-mark on his chest. Svastika, 
_ according to this text, signifies svasti, Santi or peace. The nandydvarta 
— diagram with its nine points stands for the nine nidhis (treasures). The 
pair of fish, the symbol of Cupid's banner, is said to come to worship the 
Jina who has defeated the god oflove. Obviously the above explanations 
are to be regarded as the Jaina conceptions behind the various symbols 
which seem to of ancient Indian stock common to all sects.? 


The Digambara tradition gives the following set of asta-mangalas : (1) 
bhrngara, a type of vessel, (2) kalaáa, the full vase, (3) darpana, the mirror, 
(4) camara, the flywhisk, (5) dhvaja, the banner, (5) vyajana, the fan, (7) chatra, 
the parasol, and (8) supratistha, the auspicious seats.? 


Í————  —— 


— 


The full vase* or the pürna-kala$a of the Vedic literature is the Indian 
_ symbol of fullness of life, of plenty, of immortality. Svastika, common to 
sent ancient civilizations of the world, is a ye whose origin and 


swiss of $riyatsa which азаа asa ES on mine chest of Visnu, just 
appears as a mark on the chest of the Jina. The original shape of the 
symbol, obtained on the Jina figures of the Kushan period, was 
a least in the early medieval period, and was replaced by a 


ved the following eight auspicious symbols : (i nandipada (same as tri- 
(3) svastika, (3) puspa-dama, (5) pürna-ghata, (6) ratna-pátra, (7) srivatsa, 
5. Agrawala, ‘А new stone umbrella from Mathurà', Journal of the 
1947, pp. 65-67. For the Jaina evidence and description of 


‘Zeitschrift, 1927-28, pp. 
рр. 558 fL, ibid., 1932, 


у У ЛА 
ic Society, 1931, p 
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Belief in auspicious objects is very old, common to all the three main 
sects—Jainism, Buddhism and Brahmanism. V. $. Agrawala has already 
referred to the mangala-mála of Sanchi reliefs." The Mahabharata, Drona-parva, 
82, 20-22, mentions numerous objects which Arjuna looked at or touched as 
auspicious when starting for battle, amongst which maidens are also mentioned.? 
The Гатапа-ригана, 14, 35-36, mentions several objects which are auspicious. 
The Brahmavaivarta-purdna also gives lists of animate and inanimate objects 
regarded as auspicious.’ Belief in mangalas and mangala-dravyas is also 
known to the Ramayana. 


Several yantras or tantric diagrams on metal are found worshipped in 
Jaina shrines. Also, several patas or paintings on canvas or on paper of the 
diagrams of the siri-mantra, the hrimkdra-yantra, the Vardhamana-vidya-pata, 
the siddha-cakra, the rsimandala-yantra, etc., are worshipped by Jaina monks 
and the laity. Of these, the srutaskandha-yantra, very popular with the 
Digambaras, is especially noteworthy. Rarely it has also a figure of Sruta- 
devatà, the goddess of learning, also carved on it. The diagram lists the twelve 
Agamas with the grantha-pramana of each of them according to Digambara 
traditions. А specimen of such a yantra from Mudbidri, Karnataka, is 
illustrated on plate 314. 


U. P. SHAH 


1 V.S. Agrawala, Harsa-carita etc., op. cit., p. 120. 

2 Also see Kane, op. cit., ЇЇ, p. 511. He cites the following verse from a manuscript of 
the Sakuna-káriká, which speaks of eight auspicious objects : darpanah purna-kalasah kanya 
sumanaso'akstáh| @ра-таа dhvajá lajah samproktam castamangalam|/ 

3 Quoted in Sabda-kalpa-druma, Ш, p. 564. The same lexicon, I, 148, quotes from the 
Brhannandikesvara-purána : mrga-rájo vrgo nagah kalaso vyajanam tatha/vaijayanti tatha 
bheri Фра ity astamangalam|| Again from the Suddhi-tattva г loke'smin mangalany astau 
brahmano gaur hutásanah] hiranyam sarpir aditya apo raja tathastamah|] 

а Ramayana, ЇЇ, 23, 29. Also see V.S. Agrawala, ‘Asta-mangala-mala’, Journal of the 
Indian Society of Oriental Art, New Series, II, pp. 1 ff. 
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CHAPTER 36 


ARCHITECTURE 


: ARCHITECTURAL TRADITIONS AND CANONS 


WHILE SEVERAL WORDS WERE ANCIENTLY CURRENT TO DENOTE WHAT IS 
| — — known as architecture, a common and appropriate word was vastu-Sastra. 
— — Though the word $ilpa-sasira has very much the same meaning, it has a distinct 

— leaning towards sculpture and iconography.. The word sthdpatya has а more 
restricted connotation, viz. a house or school, ghardnd, relating to some 
particular type of architecture or an architectural or sculptural workshop. 
_ Apart from the traditional ghardnds, there are several other classes of archi- 
| tects. The Vaisyas, the Mewads, the Gurjaras, the Paficolis, and the Paficalas, 
Es all spread over west India, include experts in wood-carving, traditional 
2 engineering, etc. The Gauda-Brahmanas of Jaipur and Alwar are famed for 
‘ble-carving. Some specialize in metalcraft and painting. The Jangadas 
known for wood-carving and traditional engineering; they are known in 
idhya Pradesh, Uttar Pradesh and Delhi. 


hile the gharanas are hereditary bearers of the ancient architectural 
such tradition is also recorded in a vast number of available texts? 


apala, Prásaáda-tilaka, ed. Р.О. Somapura, Ahmedabad, 1972, pp. 6 ff., 
gharands : (1) Somapura gharáná well-known in west India, specializ- 
€ and possessing a rich collection of architectural treatises; (2) the 
) die Райсапапа gharana, spread over large parts of the Deccan, 


(carpenter) and Пера рата (ironsmith); (4) the Telengana 
ame professional classes; and (5) the Virata-Visva- 
, named after their gotras Agastya, Rajyaguru 
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above, and subjectwise, by putting architecture into various types of Sailis like 
Nagara, Vesara, Dravida, etc. 


While some of these texts, like the Dipdrnava of Vi$vakarman, the 
Rüpa-mandana? and Prásada-mandana; both of Mandana, the Vastu-marijari of 
Nathaji, etc., deal inter alia with Jaina architecture, perhaps the only book 
independently written on Jaina architecture is the Vatthu-sara-payarana in 
Prakrit with three chapters devoted respectively to residential houses, 
iconography and temple-architecture. The treatise, with two hundred and 
seventy-three га ах was completed on the Vijaya-da$ami day of Vikrama-samvat 
1372 (A.D. 1315) during the reign of ‘Alau’d-Din КІШІ in Kalyanapura by 
Pheru, son of the Jaina Sri-candra in the Dhandha-kalasa-kula. In the same 
year, in Delhi, he completed another treatise the Ratna-pariksa, which is 
perhaps published in the Thakkura-Pheru-Granthavali. 


SOME DIRECTIONS ON BUILDINGS: 


The upakaranas or tools and instruments basically needed for measurement, 
etc., according to the Vatthu-sara-payarana, are eight in number; drsti-sütra or 
the thread of sight, meant for judging the exact measurement only by the sight ; 
hasta, literally a cubit or a measure generally equal to twenty-four априја5 or 
45 cm.; mauñja or a cord made of munya grass; Кагразака or the string— 
made of cotton; avalamba or the plumb-line; kastha-kona or the trying-angle; 
sādhanī, corresponding to the present-day spirit-level; and vilekhya or a pair of 
dividers. Besides these, there might have been in use many more instruments, 
references to which could be found in various sources. 


The samagri or material, right from the brick and wood to gold and 
precious stones, should be of the best quality. Fresh and not second-hand 


1 Ed. P. О. Somapura, Palitana. 

2 Ed. Bal Ram Shrivastava, Varanasi, 1964. 

3 Ed. Bhagwan Das Jain, Ahmedabad, 1961. 

* Ed. P.O. Somapura under the name Prásáda-maji jari, Ahmedabad, 1965. 

5 Ed. Bhagwan Das Jain, Jaipur, 1936. Parts of the present chapter are based on this 

text unless otherwise stated. [For the importance of this text, see above, chapter 28.—Editor.] 

6 Bhagwan Das Jain, op. cit., says that a manuscript. of this book, with the first folio 
missing, was acquired by him through Muni Darsanavijaya from Sri-Caritravijaya of the Jaina 
Jñana Mandira, the founder of the Yasovijaya Jaina Gurukula. 

7 Edited by Bhanwar Lal Nahata and mentioned in Muni Srî Hazárimala Smrti-grantha 
(Hindi), Beawar, 1966, p. 105 (Lekhaka-paricaya). 

8 Generally based on the Vatthu-sara-payarana. 
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material would bring prosperity. The type of material, like wood or stone, 
might vary according to the rank or caste of a person orto the nature of the 
building or the purpose. 


E. То test the density of the soil a pit of twenty-four añgulas may be dug and 
filled up with the same clay. The more the pit remains unfilled even with all 
that clay, the less dense is the soil. On the other hand, the more the clay 
overflows the pit, the denser is the soil. Or the pit may be filled up with water 
and then be observed just after walking over hundred steps, to and fro. The 
less soaked is that water, the denser is the soil. After either type of test 
the quality of the soil may be judged to be of maximum, medium or minimum 
density. A particular colour of the soil may bring prosperity to a particular 
varna or caste, namely white to the Brahmana, red to the Ksatriya, yellow to 
the Vaisya and black to the $üdra. 


^ The selection of the site is to be done with every caution. Any kind of 
defect in the soil or even in the site may bring various troubles like poverty, 
disease, etc., to the owner. А spot where the shadow of the flag of a temple 
near by falls during the second and third quarters of the day should never be 
selected. Salya or extraneous matter of any type, as bone, coal, etc., whether 
— en the surface or under the ground, should be removed, even if excavation is 
= needed, that too even down to man-height. The extraneous matter can be inferred 
NE г by the help of the $esa-naga-cakra. The excavation may, if necessary, be done 
aS | in parts and with gaps of time according to the astronomical codes like the 


E Е or the vrsa-vástu-cakra. 
Rx: 


the case of temples and palaces. The construction as such may 
during some particular months, the га or the signs of the 
satra or star, the graha or planet, etc. ; better if they all happen 
But exception can be made to dis d in the case of a house to 
s and so on. This code of astronomy should also be 
the first foundation-stone, or at the time of the first 
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formulae. The ¿ya is the area which remains after a division by 8 of the area of 
the house or an apartment thereof. Each of the eight kinds of aya, namely 
dhvaja, dhiimra, simha, уйпа, vrsa, khara, gaja and аћуапкса, is of a different 
nature astronomically and situation-wise, and varies in bringing fruit to its 
owners of various professions, ranks, castes etc. The naksatra of the house, 
that is the serial number, can be known by the multiplication of the square 
area by 8 and then by the division of the number so obtained by 27. Coherence 
between the naksatra of the house and that of the owner is compulsory for 
prosperity. The газ also is responsible for the prosperity of the landlord. 
To get the serial number of the rasi of the house, the serial number of the 
naksatra of the house may be multiplied by 4 and the number so obtained 
be divided by 9. A coherence also between the nakastra and the газ! is 
required for prosperity. The vyaya is the number obtained as the remainder 
after the division by 8 of the serial number of the naksatra of the house. 
Both the naksatra andthe vyaya should be in coherence for the good of the 
owner. The armia or share is the remainder obtained after the division by 
3 of the number which may be obtained by adding the number of alphabets 
composing the name or type of the house and the number obtained as vyaya 
to the number of square cubits measuring the house. The share would go to 
Indra, Yama and the rdjan or king respectively in case the remainder is 1, 2 
and 3. The гага, the star again, is the influencing factor in case of prosperity 
of the owner. The serial number of the гага is the difference between the 
serial number of the naksatra of the house and that of the naksatra of the 
owner. 


The necessity of this formula seems to be due to the fact that in most 
instances where the measurement of any object is concerned, the works on 
architecture quote more dimensions than one. Out of these different and 
varying measurements which is to be selected would be determined by the 
application of this formula. To be followed also in sculpture in addition 
to architecture, this sad-varga formula could hardly be grasped in the 
abstract form. It need not be neglected even if its correct interpretation is 
not possible. 


The vástu-purusa-cakra is another type of formula for the proportionate 
layout of the component parts of the building, i.e. the base or adhisthdna, the 
column or рада or stambha, the entablature or prastdra, the ear or karna, the 
dome or stipi and the spire or Sikhara. Fig. XXVIII gives a general idea of 
this formula which has some more variants. The column may not be erected 


where the lock of hair, the head, the heart and the navel of the vastu-purusa 


fall in the drawing; and likewise are the instructions under this. formula. 
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Бе. XXVIII. Vastu-purusa-cakra. (After Bhagwandas Jain.) 1, Caraki, a Raksasi: 2, 
E  Pilipichà; 3&4, [5а; 5, Parjanya; 6, Jaya; 7, Indra; 8, Sarya; 9, Satya; 10, Bbrśa; 11, 
"E _ Акаба; 12, Vidarika; 13, Savita; 14, Jangha; 15, Agni; 16, Püsan; 17, Уна ва; 18, Grha- 
` ksata; 19, Yama; 20, Gandharva; 21, Bhrhga: 22, Mrga; 23, Pitana; 24, Skandà; 
laya 26, Pitr; 27, Nandin; 28, Sugriva; 29, Puspadanta; 30, Varuna; 31, Asura; 
33,Papa-yaksman; 34, Papa; 35, Papa-yaksman; 36, Aryaman; 37, Вова; 
39, Mukhya; 40, Bhallata; 41, Kubera; 42, баЙа; 43, Aditi; 44, Diti; 
а Apavatsa; 46. Aryaman; 47, Savitra and Savita; 48, Prthvidhara; 49, 
an; ; 50, Vaivasvata; 51, Rudra and Rudradàsa; 52, Maitra: 53, Indra 


јавља, E etc., in mythology aod Kaccha 
in 'cosmography, but they all are mostly 


What is remarkable there is the 
.can be taken for consideration in the 
pplicatio tion of the canons of art and 


w. фывани 
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that the Jaina writers of old were interested more in depicting the day-to-day 
life than in painting the canvas merely in a cartographical manner. 


In the basic principles of architecture, the residential building would not 
differ much from the temple. What, therefore, is uncommon will be mentioned 
here. Both the direction and situation of the main entrance or simha-dvara 
should very strictly be in accordance to the architectural and astronomical 
codes. Vedha or obstruction of seven kinds, namely tala, Копа, talu, kapala, 
stambha, tula and dvára, must by all the means be avoided from the house. The 
narrower the front portion in proportion to the back portion of the house, the 
better it is; also the higher the back portion in comparison with the front one, 
the better it is. The front of a shop may, however, be broader and higher. 


The main entrance should be in the east, the kitchen or rasavati or paka- 
sala in the nairrtya or the south-west corner, the bed-room or зауапарага in 
the south, the lavatory or nihdra-sthdna in the south-east, the dining-room or 
bhojana-sülà in the west, the armoury or ayudhagara in the north-west; the 
treasury or koságára in the north and the room for performing rituals or 
dharma-sthüna in the north-east. In case the house does not face east, the 
direction, whatever it be, should be taken to be the eastso as to maintain 
this order. 


The alinda is the outer corridor close to the entrance. The patta-sala ог 
the main hall and close to it the kaksa-sala or smaller room and the other parts 
of the house may all be treated as the parts of the main house. The alinda 
may measure 107 angulas in height and 85 añgulas in length. To the width of 
the house may be added 70 hastas and then the total be divided by 14 to get the 
width of the Sala and to that of the Sala may be added 35 hastas and the total 
be divided by 14 to get the width of alinda, says Rajavallabha, whereas, 
according to the Samarangana-sitradhara the width of alinda in all types of 
houses is half the size of the Sala. Ап alinda, if situated at the back or at the 
extreme right or left of the house, is called gujari, the word probably being a 
local one. 


The house may comprise even a single room. The patta-Sala may be 
adjunctive of an alinda or two or eventhree. It may have the two walls 
with jalikas or the latticed windows, and a mandapa or open hall. The jalaka 


is a small door, that is a јап ка without lattice. The gavaksa and vatayana may ` 
hardly differ from the jalika if they are perforated or latticed. Sad-daruisa ` 
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stambha or pillar made generally of wood. Bhdravata, also known as pitha or 
dharana in Sanskrit and kadi in Hindi, is a wooden lintel. 


A window or even a small hole in the rear wall may not be made at all. 
The window may be built at a height so that it comes not lower than the one 
in the wall of the neighbouring house. In multistoreyed buildings a door 
having two doors above it and a column having a door above it are not 
advisible. The апсапа or courtyard may not be planned with three or five 
corners. Cattle may be kept in a separate room outside the house. 


The amplitude or vistdra of the house may accord with the status of the 
owner. The king, the commander-in-chief, the prime minister, the heir-apparent 
or yuyaraja, the younger brother of the king, the queen, the astronomer, the 
physician and the priest may have their houses built respectively measuring 
108 by 135, 64 by 742, 60 by 673, 80 by 1062, 40 by 531, 30 by 333, 40 by 463, 
40 by 462 and 40 by 463 hastas. This amplitude can be reduced by the prescribed 
number of hastas. A Brahmana, a Ksatriya, a Vai$ya, a Sidra and an Antyaja 
or Candala may have their houses respectively of 32 by 35?/,, 28 by 314, 24 by 
| 28, 20 by 25 and 16 by 20 hastas. By adding 4 hastas to a sixteenth of the í 
Ў width can be had the height of the ground floor or prathama-tala of the house. 


ee paa em 1 


sarvanga, kàla-cakra, tri-pura, sundara, nila, Кита; 
а, «Па, kotara, saumya, subhaga, bhadra-mana, krura; 
camada, pustida (a), kirtti-nasaka, Srigdra Sri-vasa, 


thita; duhkha, kulaccheda; (57 to 64) 
hacchedana, jangama, simha-ndda, 
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The houses may, yet again, be classified under eight types: 5йгуа, vasaya, 
virya, kalaksa, buddhi, suvrata, prasada and dvivedha. Басһ of these eight 
has sixteen varieties, and as such, the total number comes to one hundred and 
twenty-eight. 


Apart from these, there is one more type of classification of houses 
specially meant for kings. Itisthe king only who is allowed to have a house 
round on plan, if he so likes. 


CONCEPT OF THE TEMPLE 


The Sanskrit words mandira and alaya, both denoting something like a 
shelter, specify the temple particularly in Jaina references, where, however, more 
ancient than these two is the word dyatana dating back to the time of Mahavira 
who often used to stay in Yaksayatanas in the course of his viharas; later it 
joined the compound word Jirayatana and was still later replaced by the words 
mandira, dlaya, geha, grha, etc. 


The concept behind the temple in Jainism is perhaps nowhere indicated. 
Essentially dedicated to one of the Tirthankaras, the temple, if it is taken to be 
a memorial, may win some logic, but surely not if is taken to be a funeral relic 
structure." But more logical does it seem to interpret the temple as the symbolic 
representation not of the Meru but of the samavasarana (below, p. 529) or 


the fascinating auditorium of the Tirthankara who, as one of those to be ` 


bowed before any one of the other Paramesthins,? would deliver a sermon only 
inside the samavasarana, whose idol was the first to appear and whose iconic 
symbol in the form of the mala-ndyaka or main deity must be installed in the 
temple. Many a temple, whether ancient or modern, has in front the mana- 
stambha which is one of the component parts of the samavasarana (below, p. 530). 
The samavasarana, thus once symbolized as an architectural composition, even 
if a miniature one, lost its chance to be symbolized otherwise. Erroneous will 
it be to include the samavasarana, which is absolutely indigenous to Jainism, 
amongst the funeral relic structures like stgpa or aidüka, or even the jaruka or 
jaluka and ziggurat. Сайуа, if it at all be referred to in this connexion, would 
support this contention. Both the words ayatana and caitya have the same 
meaning? The samavasarana being too complicated to be represented literally 


1 It can hardly be doubted that there exists some connection between temples and tombs’, 
A.K. Coomaraswamy, History of Indian and Indonesian Art, New York, 1927, p. 47. 

2 Bhagavati-adradhand, Sholapur, 1935, p. 46. 

3 caityam áyatanam tulye, Amar-akosa, П, 2, 7. 
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according to the plan described in the texts, the temple appeared, though with 
a number of canonical peculiarities, and with majestic dimensions, because of 
which fact the holy building came to be called more as Gyatana or caitya or so 
ЭЯ than as samavasarana. Mahavira often used to stay during his vihàras also in 
E the caityas which might have been nothing but dyatanas or temples, the places 
= ethically prescribed for the ascetics to stay in. The word caitya later on or 
perhaps simultaneously came to have many connotations. It also геѕігісіеају 
meant an idol housed in a temple and, as such, originated words like caitya- 
yihara, caitya-grha, caitydlaya, etc., all of them with the same meaning, namely 
the temple. 


The Jaina temple then, with this very idea behind its origin, went on 
having a parallel and simultaneous evolution, though with paces up and down, 
with the temples of co-traditions. Differentiating a Jaina temple from other 
temples, therefore, requires а thorough scrutiny, unless it is favoured Буа 
_ clear evidence like epigraphical or literary ог at least a traditional record or 
any aspect of iconography. It is because of this fact, decidedly unlike the 

case of plastic art, that very few works were composed separately to deal with 
= Јата architecture. 


COMPONENTS AND TYPES OF TEMPLES: 


_A garta-vivara or foundation-pit for the prasada may be excavated down 
helayer where rock or water is found. In the centre of such a pit may, 
proper rituals, be placed a karma-sila or the slab with a tortoise 
лег things carved on it, and also in the four directions and the four 


adhisthana, the plinth, is then to be erected on the tala or 
(Ries XXX and XXXI) The рийа may be a simple 


(XXIII, p. 506). Kona or karna, pratiratha, ratha, 
1 one type or the other of moulding of the 

f the prasada, whereas nandi, karnika, pallava, 
being mouldings of the рипа, are the 


CHAPTER 36] 


Fic. ХХІХ. Kürma-silà. (After Bhagwandas Jain.) 9, tortoise; 7, wave ga 
2, crocodile; 3, grása; 4, full vessel: 5, snake: 6, conch; 16, vajra; 17, Sakti: 1 
sword; 12, nága-pása; 13. flag; 14, gada; 15, trisula 


– ——— — А 
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estern India and a corrupt form of Sanskrit mandapa-vara or mandapa-dhara. 
The mandovara actually is the bhitti or the outer wall supporting the roof which 
covers the mandapa or the mandapas іп the prasada (fig. XXXIV, 1). 


Y 


tradhara Mandana describes four types of mandovara, namely the nagara, 


10 


u 
D 


| 


Ug a 


wara; 6, catuski; 7, güdha-mandapa; 8, jagati; 
rbha-, grha; 19, dvára 


Eu ~. 
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amala-sára or amalaka (fig. XXXVI, p. 508) and kalafa (fig. XXXVII, p. 508), in 
which karna-rekhas, pratikarnas or the uparathas and the uru-srngas can also be 
seen. Тһе amalaka comprises the gala, andaka, candrika and amala-sarika. 
Kalasa is a term applied generally to the summit of a tower. Its component 
parts are the gala, andaka, karnikà and bijapüraka. The Зика-пава or Suka-nasika 


a 


= نے‎ A 


L l “(man 


Ес. XXXII. Pifha. (After Bhagwandas Jain.) |, grasa patti; 2, kevala; 3, antara-patra ; 
4, karna; 5, jádya-kumbha; 6 to 8, bhitti 


is a part of the dome, looking like the parrot's beak. The dhvaja, the 
banner or flag with danda, the staff, should be put at the top of the sikhara 
(fig. XXXVIII, p. 508). 


The dvára, door, should in width be half its height which may vary 
from sixteen angulas to seven hastas. On the door-frame may be carved 
Tirthankaras, pratihara-couple, madanikas, etc., at their appropriate places (fig. 
XX XIX, p. 509). The main entrance of a temple under repair should be neither 
shifted nor altered. 


The jagati is a moulding of the pitha or base. Or, to define otherwise, 
all the area covered by the temple as such is jagati (cf. fig. XXXI). It is 
actually the jagati that proportions the plan of the prasada or the main 
sanctuary and all the component parts of the temple. Seen as the surface of 
the рийа, the jagati must be walled along with a gate in each direction. 
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FIG. XXXIII. Pifha with five staras. (After Bhagwandas Jain.) 1 to 3, bhitri; 4, jádya- 


kumbha; 5, Ката; 6, antara-patra: 7, Кеуйа; 8, grása-patti; 9, gaja-stara; 10, a$va- 
stara; 11, simha-stara; 12, nara-stara ; 13, hamsa-stara . 
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Fic. XXXIV. Types of тапаоуага. (After Bhagwandas Jain.) 1, mandovara of twenty-five 

divisions; 2, meru-mandovara; 3, samanya-mandovara (1, khura, 2, kumbha; 3, kalasa; 

4, Кеуйа; 5, manci; 6, janghd; 7, chajji; 8, uru-janghá; 9, bharani; 10, siravatt; 11, chajja; 
12, virddu; 13, prahara) Ч 
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Fic. XXXVII. Kalasa (After Bhag- 
wandas Jain.) 1, pifha and gala; 2, 
andaka; 3, karnika; 4, bijaptiraka 


Fic. XXXVI. Amala-sára. (After 
, kalasa: 5. and 9, karna-rekha; Bhagwandas Jain.) 1, gala; 2, 
andaka; 3, сапагіка; 4, dmala-sarika 
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The mandapa, pavilion, is comprised of the prasdda-kamala or garbha-gr. 
or the main sanctuary, güdha-mandapa or the covered pavilion, trika- _ 
mand apa or the mandapa with three passages cut across, ranga-mandapa ог the ` 
auditorium and sa-torana balanaka or the arched platform. The width of the - 
mandapa may ђе 1, 1:5 or 1:75 times that of the main sanctuary. The stambhas — + 
or the columns тау in height be half the diameter of the mandapa, but, what ^. 
seems to be more practicable, a column may generally be four times the base 
and the pedestal twice or thrice the base and the entablature equal to or 
double the base. The course of the jala-prandlikas or the drainage may be ` 
towards the left or the south. 
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Fic. XLI. Caturmukha тайа-ргазада. (After Р.О. Somapura.) 1-1 to 1-5, caturmukha 
ргазадах (1-1, samavasarana prasada; 1-2, теги-ргазааа; 1-3, Nandisvara-dvipa prasada; 
1-4, sahasra-küta prasada; 1-5, Astápada prasada); 2, the five Копа prásádas; 3, the eight 
mahádhara prásádas; 4, the four megha-ndda mandapas; 5, open catuskas; 6, catuskas: 

7, thirty-six mandapas; 8, balanakas 
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dedicated to Mahavira. (After 
P.O. Somapura.) 
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Sri-vijaya, таћа-радта. папдудуата, laksmi-tilaka, nara-veda, kamala- 
harasa and kufijara are the seven types of prásádas said to be the best for the 
Jinas. But Vi$vakarman speaks of innumerable types of the prasadas (figs. 
XL, XLI), out of which only twenty-five may here be named : keSarin, sarvato- 
bhadra, sunandana, nandi-§ald, nandi$a, mandira, $ri-vatsa, amrtodbhava, 
hemavanta, himaküta, kailasa, prthvi-jaya, indra-nila, тайа-пиа, bhü-dhara, 
ratna-küfa, vaidürya, радта-тага, vajranga, mukutojjvala, airavata, raja-hamsa, 
garuda, vrsabha and теги. The first of these prasadas has four andakas ог 
cupolas around its sikhara, then every next prasada has more four andakas 
than the earlier one, the twenty-fifth being with a hundred of andakas, 


Visvakarman in the Diparnayal describes fifty-two Jina-prasadas, out of 
which twenty-five are dedicated, one each, to the Tirth3àkaras, with Nemi- 
natha having two and the rest twenty-seven collectively to all the twenty-four 
Tirthankaras. Thus, (1) kamala-bhiisana (fig. XLII), (2) kama-dayaka, (3) 
ratna-koti, (5) ksiti-bhiisana, (6) padma-raga, (7) pusya-danta, (8) suparsva, (10) 
Sitala, (12) rtu-rdja, (13) Sri-Sitala, (16) 5геуатза, (19) vasu-pujya, (21) vimala, 
(23) ananta, (24) dharmada, (27) $ri-linga, (29) kumuda, (32) kamala-kanda, (35) 
mahendra, (38) mdana-santusti, (40) nami-Srnga, (41) sumati-kirtti, (47) parsva- 
vallabha, and (50) vira-vikrama (fig. XLII) are each dedicated to one of the 
Tirthankaras serially starting with Rsabhanatha; (44) naimendra to Neminatha 
again; (4) amrtodbhava, (9) $ri-vallabha, (11) Sri-candra, (14) kirtti-dayaka, (15) 
manohara, (17) sukula, (18) kula-nandana, (20) ratna-safjaya, (22) mukti, (25) 
surendra, (26) dharma-vrksa, (28) kama-dattaka, (31) harsana, (33) $ri-$aila, 
(34) ari-náana, (36) mánavendra, (37) papa-nagana, (42) upendra, (43) rajendra, 
(45) yati-bhüsana, (46) supusya, (48) padma-vrta, (49) rüpa-vallabha, (51) astapada 
and (52) tusti-pusti to all the Tirthankaras; (30) sakti to Laksmi-devi; and 
(39) sri-bhava (gaurava) to Brahma, Visnu and Siva. 


DOMESTIC AND PORTABLE TEMPLES 


Provision for a dharma-sthdna or the temple to be built within a residential 
house has also been made in the canons. Situated in the north-east corner 
of the house, the temple, though owned and maintained privately, must be 
kept open to all. Such temples may follow the general code of temple- 
architecture. They may be made of wood with an upapitha and a pitha or the 
two bases and other component parts. A column at each corner, a door 
апа a balcony in each direction and at the top a sikhara with four smaller Š 


1 Vi$vakarman's Dipárnava, tr. (in Gujarati) Р.О. Somapura, Palitana, PP. 317-18 (pp. 9-10. = х4 
of the reprint of Uttara-khanda). š 66 
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` ones are the component parts of this type of temple, but a flag on the top is 
not allowed. Moreover, above all, the expenses incurred must be met out of 
legitimate earnings. Likewise, a temple made of wood may also be allowed 
only if it is a miniature, such as а portable one, to be carried along a journey 
after which it may be preserved in the ratha-salà or in the temple, for 
further use. 


COSMOGRAPHY AND ARCHITECTURE 


Literary sources no doubt provide us witha lot of information regarding 
the canons and symbolism of architecture, but the cosmographical literature is 
much fuller of such information and various suggestions. A brief sketch 
of Jaina cosmography would, therefore, be helpful in this context. 


Cosmogony has been altogether refuted in Jainism, whereas both 
cosmology and cosmography occupy a fairly large place in mythological 
scriptures. The cosmos, eternally existent by nature, is comprised of six 
types of dravyas or the substances categorized as jiva (living) and a-jiva 
- (non-living). The faculty of knowing and perceiving and the sensations of 
— pleasure and pain, which can inhere only in something and cannot be the 
| function of pure non-entity, must be regarded as states of something which 
ists, and it is this something which may be called the jiva substance. The 
on-living continuum comprises dharma or the medium of motion, a-dharma' 
> medium of rest, akasa or the space, pudgala? or the matter and energy 
la or the time. 


in parts, is shaped like a man standing akimbo with the legs spread 
ds (fig. XLIV). The space inside the cosmos is called the /okakasa 


ЕЕ аа (Hindi), Beawar, 1965, p. 368-88. 
s substance as a modification of jiva and a-jiva, and not as 


* 


are based on the Tattvártha-sütra with Rdja- 
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Ес. XLIV. 


4, Ghanodadnt ара у: 
8, váta-valayas; 9, seventh hell: 10, sixth hell; 1l, 
14, second hell; 15, first hell with three ` 


Mahagukra svargas; 26, Satara atk asr: ; 
28, Arana and Acyuta svargas; 29, nine aka svargas: 30, nine Anudisa 
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XLV. Bharata-ksetra. (After Muktyanand Singh Jain.) 1, part of the eastern hemisphere; 
a-khanda; 3, Mleccha-khanda; 4, Vijayardha mountain; 6, river Сайра; 5, river Yamuna; 
7, Himavat mountain; 8, Padma lake; 9, river Rohitasya 


zm rarefied gases (ghanodadhi). The Siddha-Sila or the space of the 


The portion, thence to the 
oad. as the waist-like part of the cosmos, is only inhabitated 


PEN and 7 in ушп а$ the loka itself and 1 rajju 
the loka which measures in general 7 rajjus. The cosmos, 


within which are not included the Siddhas who are 
or immobile (sthávara).. Earth, water, fire, air and 
only sense of touch. The mobile beings, having a 
nell, sight and hearing, may be termed as two- 
| all ind celestial, human and hellish beings and 
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which is 343 rajju cubes in volume, has in the central 100-yojana portion the 
manusya-loka accommodating all but the heavenly celestial beings who inhabit 
the svarga-loka above the manusya-loka and the hellish beings who are 
distributed in the seven-earth' naraka-loka below the manusya-loka. 


The central part of the cosmos, i.e. the manusya-loka, consists of 
innumerable continents or dvipas, each encircled by an ocean? or samudra.’ 
These are of double the diameter of the preceding ones and are circular in 
shape. 


Le کے‎ tw > 


Jambi, the first dvipa, is the only continent which does not encircle any 
ocean or continent and is the only one round in shape. One hundred 
thousand mahd-yojanas* in diameter, the Jambu has Mount Sumeru® at the 
centre like the navel in the body. This continent has seven regions named 
Bharata (fig. XLV), Haimavata, Hari, Videha, Ramyaka, Hairanyavata and 
Airavata’ divided by six mountains, namely Himavat, Maha-himavat, Nisadha, 
Nila, Rukmin and Sikharin, all running east to west. Padma, Maha-padma, 
Tigificha, KeSarin, Maha-pundarika and Pundarika are the lakes situated on 
the top of these mountains respectively. It is these lakes that accommodate 


- 


аг Ute caepit ce ot Om BIN ч Саани 
he ay ao DA, = w 


1 These earths or the narakas are situated one below the other, each surrounded by three 
kinds of air and space. The word earth is intended to indicate the particular nature of substratum 
which is solid like the earth. The infernal regions are not like the layers of heavens, which 
rest without any substratum like the earth. 

2 Jambi, the first continent, is encircled by Lavana ocean which itself is encircled by 
Dhàtaki-khanda continent, the encircling ocean here being Kala, which is in turn encircled 
by the continent Puskaravara, which, i.e. the predecessor's name, has been taken by the 
encircling ocean, as has been done by all the oceans onwards. 

3 The fourth and onward continents are Vàruni-vara, Ksira-vara, Ghrta-vara, Kundala- 
vara, Sahkha-vara, Nandigvara, Aruna-vara, Arunabhasa-vara, Kundala-vara, Sankha-vara, | 
Rucaka-vara, Bhujaga-vara, Ku$a-vara, Кгаийса-уага, etc. And, to begin from the last back- | 
wards, the continents are Svayambhi-ramana, Ahindra-vara, Пеуа-уага, Yaksa-vara, Bhüta- 
vara, Маса-уага, Vaidürya-vara, Vajra-vara, Suvarna-vara, Rüpya-vara, Hingulika-vara, | 
Аћјапака-уага, Śyāma-vara, Sindüra-vara, Haritala-vara, Manah-sila, etc. | 

| 


ї A measure of distance. 24 angulas or finger-tips, each equalto an inch in general, 
make 1 hasta or cubit, 4 hastas make a dhanus ог сара, literally a bow, 2,000 dhanuses make 
1 kroga, which may equal 2 miles, 4 krosas make a yojana in general, whereas 2,000 krosas 
make the таћа-уојапа. 

5 For details, see below, page 521. | 

в The names. in cosmography may significantly correspond to those in агі and 9 
architecture. | 

? This region is divided into three parts called Deva-kuru, Uttara-kuru and Videha. 

8 This region, just like Bharata, is divided into six horizontally by a mountain called 
У ауагаћа and vertically by the two rivers; the division in the outer centre is Arya-khanda, 
whereas the other five are Mleccha-khandas. 
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lotus-shaped islands inhabited by celestial families, which respectively are 
headed by celestial nymphs named Sri, Hri, Dhrti, Kirtti, Buddhi and Laksmi. 
Across the seven regions flow in pair, with the first flowing eastwards and 
the next westwards, fourteen great rivers! having thousands of tributaries 
each. 


Dhataki-khanda, the second continent, is divided into East and West 
by two mountains running from north to south with the ends touching the 
high shores of the two oceans Lavana and Kala. Each of the East and the 
West divisions has all the arrangement as there is in Jambü, i.e. there are two 

4 Sets of regions, mountains, Merus, etc. Тһе mountains here run midway 
between the regions as the spokes in a wheel and the regions are of the shape 
- of open space in the wheel. 


Puskara-vara, the third, is the only continent divided into two halves by 
a circular mountain Manusottara running around the continent and called 
so because human beings are found only up to it. In the inner half, there are, 
š justas in Dbataki-khanda, two Bharatas, two Himavats, two Merus, etc.. 
| к whereas, in the outer half and also in the continents onwards there is no 
—— division into regions, etc. АП this means that human beings reside only in 
— the two-and-a-half continents in the centre of the middle world and also of 
| the cosmos. This also means that there are five sets, each with seven regions, 
x mountains, fourteen rivers, one Meru, etc. 


bour or karma-bhümis where one has to adopt any of the six kinds 
ations m lead his life, whereas the Haimavatas, Haris, Deva- “kurus, 
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or the natural temples. Some continents, including the second, Jambū, have + 
patala-nagaris or underground cities inhabited only by the celestial ones. 


The celestial beings or Devas are of four orders, namely Bhavana- 
vasin° or the residential, Vyantara? or the peripatetic, Jyotiska‘ or the stellar 
and Vaimanika® or the heavenly ones. Of these, the Bhavana-vasins have 
their residence in the manusya-loka and partly in the naraka-loka. They have 
Jina-caityalayas as a component part of their mansions, which are akrtrima 
or natural and $45уаа or eternal. The Vyantaras have their dwelling-places 
in the upper hard part of the first earth beyond the innumerable islands and. 
oceans, but the Raksasa class of them resides in the panka-bahula or muddy 
part of the same earth. The stellars are characterized by incessant motion 
around the Merus, whereas outside the Manusottara they are stationary. Out : 
of these, the suns and the moons have Jina-caitydlayas in their vimanas. | Ec 2 


The Vaimanikas are the only celestial beings to reside in the upper world — 
called svarga-loka which comprises sixteen kalpa-vimānas, nine graiveyaka- _ P M 
vimanas,’ nine anudisa-vimanas? and five anuttara-vimanas, altogether thirty- — 4 SE 
nine. Most of those residing in the kalpa-vimanas and the graiveyaka-vimanas _ ^x 
and all the rest are, by nature, Jinendra-bhaktas or devoted to the Jina. — 


BE 
The one hundred Indras or the chiefs! comprise only the celestial | | 


1 For the detailed study of the second Jambi, see G.L. Amar, *Dvitiya Jambü-dvip 
Anekanta (Hindi quarterly), XXII, 1, Delhi, 1969, pp. 20-24. 

2 They are often classes : Asura, Naga, Vidyut, Suparna, Agni, Vata, Stanita, 
Dvipa and Dik, each with the suffix kumara. А 

š They are of eight classes : Kinnara, Kimpurusa, Mahoraga. Gandharva, Yaksa, Как 
Bhuta and Pisaca. уе _ 

4 They are of five classes : suns, moons, planets, constellations and scattered - t 

5 Those which make the beings residing in them feel as possessing ` 
vimánas, and those who live in the vimánas are called Халаах the word 


shaped like a vimdna as anciently conceived 
$ Saudharma, Aisana,  Sánat-kumara, Mahendra, Brahmani 
Kapistha, Sukra, Maha-Sukra, Satara, Sahasrara, Anata, Pranata, 
7 Sudargana, Amogha, Subuddha, Payodhara, Subhadra, 

and Priyañkara. 
8 Laksmi, таста malika, Vairevaka, Rocanaka, Somi 

and Aditya. 
° Vijaya, Vaijayanta, Jayanta, Aparajita and § 
19 The one hundred Indras are enumerate 
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namely the lion. The Yaksas, Yaksis, Sasana-devas, Sasana-devis, Dik-palas, 
= Ksetra-pàlas, Bhairavas, Vidya-devis, Sarasvati, Laksmi, Ganga, Yamuna, 


— celestial ones, and the human figures like Уійуааһагаѕ, Bhaktas, etc., can be 
seen depicted as attendants to the Tirthankaras or in various parts of the 
temple. 


SYMBOLIC TEMPLES 


The temple in itself is a symbol, though in a general sense. In particular 
the temple can be seen in various architectural formations like those of 
Nandi$vara-dvipa, Astapada (fig. XLVI), etc., but some of the formations are 
only described in the canons and are nowhere physically represented. 


Some ofthe formations like stipa, caitya-vdsa, nisidhikd, etc., may or 
_ may not be taken directly into the category of temples as such, but, after all, 


Ча. (After Р.О. So 
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being the places of worship they could be dealt with under the present 
heading. 


CATURVIMSATI-JINALAYA 


The caturvimSati-Jindlaya is a set of twenty-four deva-kulikads or deva- 
kosthas (fig. XLI, p. 511), literally the small sanctuaries, each with a Tirthankara 
serially installed in it, starting from the southern jamb of the eastern gate and 
ending with the same jamb of the western gate, so asto form three rows 
of eight each, the central one facing the main sanctuary in the temple. The 
Tirthankara, whoever he is in the main sanctuary, would not be repeated 
but be replaced by Sarasvati, the goddess of learning. 


This type of temples has been very popular right from the medieval 
period to this day, though the arrangement of the small sanctuaries can be 
seen varying on plan. The caturvim$ati-pata or a panel depicting the 
twenty-four Tirthankaras may be taken to be a miniature caturvimSati- 
Jinálaya, which can be seen also in the rock-cut form. 


THE MERUS 


There are five Merus, named Sudaršana, situated in the centre of the 
Jambü continent, Vijaya in the east and Acala in the west of Dhataki-khanda 
and Mandara in the east and Vidyun-malin in the west of the inner half of the 
Puskara-vara. All the five are situated one each in the Videha-ksetras and 
have one and the same characteristics, except slight differences in height, the 
one in the Jambi being the highest and as such called Sumeru instead 
of Meru. 


The Sudaráana, being 1,000 yojanas under and 95,000 yojanas above the 
ground level, touches the upper level of the lower world and lower level of the 
upper world. Its diameter decreases from 10,090 yojanas and the eleventh 
of a yojana at the lowermost level to 10,000 yojanas at the ground level where 
it is encircled here by the Bhadra-Sala forest. Therefrom at the height of 
500 yojanas it again decreases by 500 yojanas to make the Sumeru encircled 
here by the Nandana forest. Then at the height of 60,500 yojanas the 
decrease again is the same and the encircling forest here is Saumanasa. 
Thence at the height of 36,000 the decrease is of 494 yojanas, where the 
encircling forest is Panduka, and, whereform rises the 40-yojana cilika ог 
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crest with the diameter of 4 yojanas at the top. Full of jewels called haritdla, 
vaidurya, sarva-ratna, vajra, padma and padma-rága, the circumference of the 


<>: Meru changes successively at the height of every 16,500 yojanas. At the : 
A bottom the Meru has four Vaksara-giris in the subdirections. Shaped like 

7 gaja-danta or the tusk of an elephant, these mountains touch the larger ones 

> called Maha-Saila, Niladri, Nisadha-parvata and Nandana-Saila. 


Each of the four forests has four caitydlayas, each one in the four 
directions; a Meru, thus, has sixteen, and the five Merus eighty caitydlayas 
all being akrtrima or natural as well as Sasyata or eternal, as are the Merus 
themselves. The Bhadra-$ala forest has five divisions called Bhadra-Sala, 
Manusottara, Deva-ramana, Naga-ramana and Bhüta-ramana, whereas the 
Nandana, the Saumanasa and the Panduka have only two each. 


E M LL Ll kan a AMA о." пени | ZEB 


The Panduka forest is encircled by an edge-railing embellished with flags 
М 3 and flanked by multistoreyed mansions. Having jewelled gopura structures, 
e the railing is 2 krosas in height and 500 dhanuses in width. The forests of 
ra Panduka are full of various trees, animals and excursionist couples of Vidyà- 
Е dharas and celestia] ones. They have in the four directions crescentic slabs, 
each one 100 yojanas in length, 50 yojanas in width and 8 yojanas in height. 
The one in the north, called Pánduka-$ila, placed north-south in length 
3 and made of gold, is otherwise said by Saggayanr to be 4 yojanas in height, . 
E 500 yojanas in length and half the length in width. At the centre of this 
Е E. slab is placed a resplendent simhdsana flanked by а bhadrdsana on either 
side, all the three asanas ог seats being furnished with the auspicious equip- 
ments like white parasol, flywhisk, etc. It is this Panduka-$ilà where on the | 
simhasana the baby Tirthankara from the Bharata region is given abhiseka 
or the lustral bath by the Indras—Saudharma and Ai$àna seated on the | 
- bhadrasanas respectively in the south and north. Placed in the dgneya | 
_ subdirection with east-west length and made of silver, the Pandu-kambala-sila 
_ 15 occupied by the baby Tirthankara from the Apara-videha Region. Made 
gold, the Rakta-$ilais placed in the nairrtya with north-south length, 


Пра 


ed Airavata and Pürva-videha. In the east of the Panduka forest 
ika there is a 30-kroga circular prasada facing the east. Lohita, 
well-furnished and has in its central part a pleasure-mountain 
The Lohita is occupied by Soma, the Loka-pala guarding the 
| ewise are the ргазгада; named Añjana in the south, 
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Haridra in the west and Panduka in the north, respectively inhabited by 
Yama, Varuna and Kubera, the Loka-palas guarding the respective horizons | 
each. Тһе Рапдика forest also has in each direction four Jinendra-prasadas, | 
each 100 krosas long and 75 krosas high. 


The Saumanasa forest, 36,000 yojanas downwards from the Panduka 
forest, is the third from the bottom. This forest, 500 yojanas in width, is 
provided with the great railing, etc. Here are four prasadas named Vajra, 
Vajra-prabha, Suvarna and Svarna-prabha, which are of the dimensions I 
double that of the prasadas in the Panduka forest and are occupied by | 
the same Loka-pàlas respectively. In this forest in the subdirections there 
are sixteen puskarinis or lotus-pools, each accommodating in the centre | 
a vihāra-prāsāda or mansion for recreation. А vihdra-prasada, 125 kro$as E | 
in height and half that in width, has in the centre a grand simhasana a 
for Saudharma Indra or the lord of the heavenly celestial ones, which is flanked | 
by other sünhüsanas, four for the Loka-palas, one for the Pratindra, eight | 
for the agra-mahisis or the chief consorts of Indra, thirty-two thousand for 
the pravaras or the elder ones, eighty-four hundred thousand for the samanikas 
or those equal in status but not in authority, twelve hundred thousand for ; | 
the pdrisadas or courtiers, fourteen hundred thousand for the madhyama- | 
parisadas or courtiers of the second rank, sixteen hundred thousand for the Е 
bahya-parisadas ог courtiers from outside, thirty-three for the trdyastrimsas | 
or ministers, six for the mahattaras or chamberlains, one for the mahattari 
orlady chamberlain and eighty-four thousand for the anga-raksakas ог body- 
guards. The sixteen lotus-ponds are named as Utpala-gulma, Nalina, Utpala 
and Utpalotpala in the dgneya, Bhrnga, Bhrnga-nibha, Kajjala and Kajjala- 
prabha in the nairrtya, Sri-bhadra, Sri-kanta, Sri-mahita and Sri-nilaya in the 
удуаууа and Nalinà, Nalina-gulma, Kumuda and Kumuda-prabha in the aisana. 
This forest also has four Jinendra-prasadas like those in the Panduka forest. Here 
each direction and subdirection have а kita or peak, one 100 yojanas high and 
the same in width at the bottom. On these Каз reside respectively the eight 
Капуа-китӣгіѕ named Meghankara, Meghavati, Sumegha, Meghamalini, 
Toyandhara, Vicitra, Puspamala and Anindita. 


The Nandana forest is again of the same characteristics in general, except 
that the dimensions are double those in the Saumanasa forest. The Bhadra- 
ваја forest also resembles those situated upwards. The dimensions here are 
four times those in the Panduka forest. 
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Depiction of Мега was perhaps nowhere done in architecture, but occurs 
in plastic art! and painting. It is actually the caityalayas and the Panduka 
forest with the four Silas which make the Meru significant. 


Dd 


The word Meru may mean here a mountain (fig. XLVII), but in most of 
the canons of achitecture it is described as a type of prasada, mostly multi- 
storeyed.? According to the Brhat-samhita (ТУТ, 20) a type of hexagonal 
buildings has twelve storeys, variegated windows and four entrances and 
is 52 cubits wide and of forty-five kinds. There are some Таша records, both 
epigraphical and literary, which mention temples having been made and called 
after the Meru,* but no traces of this particular type of building haye as yet 
been seen. Again, Bühler suggests that the suffix mer seen in the nomenclature 
of quite a few cities in Rajasthan, e.g. Ajmer, Jaisalmer, Barmer, etc., repre- 


мете ор Зараа бза DAD Ri тои 


Ed 


) 
sents the meru-type of prasada, ie. the Jaina temple which might have { | 
been built by someone whose name prefixed to теги gave the паше to the ! 
concerned city. The suggestion is plausible, but the suffix may have come | 
from maru, ‘desert’. | 

|| 

NANDISVARA-DVIPA | | 


Nandisvara-dvipa (above, p. 518), the eighth’ continent in the middle 
world, is the most significant out of the innumerable continents except the 
two-and-a-half ones. Just in the middle of the two rims of the circular 
continent are mountains, black in colour, therefore called Anjanas, named 
Devaramana in the east, Nityodyota in the south, Svayamprabha in the west 
and Ramaniya іп the north. Each of the Afijanas has again in each direction 
a square lake which accommodates a mountain called Dadhi-mukha. White 
as curd and circular in shape, it has on its top /afa-vedis or edge-railings and 
parks. In each of the two outer corners of the four lakes is a golden 
circular mountain called Ratikara. That is, there are four Afjanas, sixteen 


d 


1 U.P. Shah, Studies т Jaina Art, Banaras, 1955, pp. 117-18. He incorrectly names one 
Meru as райса-теги in fig. 78, as he does also in the text. 

? Acharya, op. cit., pp. 512-15. 

3 Journal of Royal Asiatic Society of Bengal, New Series, VI, p. 318. 

* С. Bühler in Indian Antiquary, XXIV, p. 164. In addition to many examples given by 
Bühler may be mentioned Jaya-meru-Sri-Karana-mangalam, E. Hultzsch, ‘Inscriptions of 
Rajaraja Г, по. 50, South Indian Inscriptions, Ш, р. 103. 

5 Not the last, as U.P. Shah says, op. cit., p. 118. 

в The Nandisvara-kalpa in the Vividha-tirtha-kalpa of Jinaprabha-Süri, Santiniketan, 1934, 
рр. 48-49, slightly differs in naming the mountains, etc. 
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| Dadhi-mukhas and thirty-two Rati-karas, together numbering fifty-two. Each 
š Sens has its name : Nanda, Nandavati, Nandottara and Nandi-ghosà in the 
east; Атаја, Viraja, Asoka and Aparajita in the south; Vijaya, Vaijayanti, 
Jayanti and Aparajta in the west; and Ramya, Катапија, Suprabha and 
Sarvatobhadra in the north. 


Each of the lakes in each direction has a forest respectively of asoka or 
Jonesia Asoka Roxb, saptacchada (saptaparna) or Alstonia Scholaris, campaka 
or Michelia Campaka and атга (сша) or Manglifera indica. The forests make 

a total of sixty-four. Peripatetic or the Vyantara-Devas with their families 
reside in the sixty-four prasadas or abodes which are situated one each in 
____ «ће central part of the forest. The prasadas are square on plan and twice 
= the length in height.” 


Оп the top of the fifty-two mountains are, one each, the dvapaficasat 
akrtrima-caityalayas) Each of these natural temples is 100 yojanas in length, 
half as wide and 70 yojanas high and has a door іп each direction. Within 
the temples are mani-pithakas ог jewelled platforms, 16 yojanas in length 

and width and 8 yojanas in height. On the platforms are devacchandakas or 


n the diases are placed one hundred and eight eternal images of the 


d an umbrella-bearer. On the diases are also incense-burners, wreaths, 
he eight mangala-dravyas or auspicious symbols, banners, festoons, 
3, boxes and seats as well as sixteen ornaments as full pitchers, etc. 
mukha-mandapas or entrance-porches, preksd-mandapas or theatre- 


not more, as Shah suspects. His ‘Central mountain’, 


3 $ the diases of jewel with their length and width exceeding those of the platforms. 
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Fic. XLVIII. Nandiásvara-dvipa-prásáda. (After P.O. Somapura.) 


as the eight-day function falling thrice a year. A similar Nandi$vara-tapas 
practised by the Svetambaras along with paja of the Nandisvara-pata is referred 
to in the Pravacana-saroddhara. 


Thakkura Pheru does make a provision for the dvapaficasat Jinalaya 
type of temple which is a set of fifty-two small sanctuaries (fig. XLVIII) 
including of course the main one which would find its place in the centre 
(fig. XLIX), with seventeen each onits both the sides and eight on the 
front and nine in the back sides. This number, fifty-two, resembles that of 
the Jindlayas in the NandiSvara which has, unlike this one, its own design 
according to cosmography and likewise to the architectural tradition, but. 


1 Special reference to the commentary by Siddhasena-gani, Bombay, 1952, gatha 1915. __ > = 
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there is no other go but to conclude that this type of temple is a simplified 
form of the Nandisvara-dvipa type of temple. | 


Nandi-$àla and Nandi$a, along the twenty-five types (above, р. 513), 
suggest an architectural representation of this type of temple, though, with 
no description available, it hardly serves any purpose. Also (above, p. 513) 
are listed fifty-two Jina-prasadas which may be taken to be the ones in the 
Nandi$vara-dvipa; then only could be known the names with a few details of 
these caitydlayas. 


Nandiévara-dvipa has various representations in art by way of models 
in stone! or bronze, mosaic work and painting, but in architecture as such 
it seems to have taken shape only in the last century when two temples of 
this type were built on the Satrunjaya hill in Gujarat? These are interesting 
as they have, in addition to the fifty-two, one more sanctum in the centre to 
represent the Satrunjaya hill. Recently has been built up by the Digambaras 
a large Nandi$vara-dvipa Jindlaya at Madhuban near Parasnath hill in Bihar. 
So far as the miniature representations are concerned, the Digambaras put 
fifty-two small figures of the Tirthankaras on a four-tiered vedi or platform Е 
ог іп a miniature shrine, both the types being four-faced, whereas the Svetàm- ; 
baras represent miniature shrines in four groups of thirteen each, carved in | 
relief on a stone plaque or in metal and arranged in different artistic ways. | 


THE SAMAVASARANA 


The Tirthankara? would lay a sermon only inside the samavasarana ог 
an auditorium fascinatingly planned by Kubera under the orders of the Indra 
of Saudharma Heaven. The samavasarana must vanish with the Tirthankara E | 
shifting to another place, where a fresh samavasarana would be built up. The | 
structure, better called a vast park-cum-auditorium, is circular like the solar 
disc and spreads over 12 yojanas.* 


1 Т.М. Ramachandran refers to a miniature Nandi$vara-dvipa in stone, which is shaped 
like a vimána superimposed on a square base, and has for each side an arched niche. The 
finial surmounts the whole giving it the dignified appearance of а Jina-prasada. See 
Tiruparuttikunram and its Temple, Madras 1934, p. 181, plate XXI, fig. 4. 

? J. Fergusson, History of Indian and Eastern Architecture (revised edition), Delhi, 1967, 
II, pp. 29-30, fig. 279. A full description of the temples is given there. 

3 The Tirthankaras must be born only in the karma-bhümis and not in the bhoga-bhümis. 

* 'The spread goes on reducing gradually in the case of every succeeding Tirthañkara, 
except in the Videhas. 
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Its lofty plinth is reached by circular flights of two thousand steps, 
each step 1 cubit high. On reaching the top one would find wide avenues 
with railings on both the sides. Allthe four avenues start with each point, 
А cross the ground of blue gems and lead towards the centre. Тһе railings are 
made of crystal and provided with doorways, above which arches and flags 
and festoons produce a pleasing effect. 


Then comes the compound-wall called dhüli-éala, with four gates, Vijaya, 
Vaijayanta, Jayanta and Aparajita, one each in the four directions; they are 
three-storeyed structures, adorned with the auspicious symbols, the nine jewels 
and large effigies carrying incense-burners. The gates have the makara-torana 
at the exterior and ratna-torana at the interior; at the middle of each side 
is a theatre-hall; the Devas or celestial ones holding rods of jewel guard the 
gates. 


Enclosed by the dhüli-$ala compound is the region called сайуа-ргазааа- 
bhumi, lkro$a by five-sixths of a krosa in dimensions. This is the wide band 
that lies between the first circle and consists of palaces between the first circle 
and the railing on the innerside. The caitya-prasada-bhümi, attributive of its 
name, consists of palaces with а Jinalaya placed between every fifth of them. 
The four avenues continue here too and are flanked by theatres and dancing- 
halls. At each of the four places where the avenues reach this region, there is a 
huge column called mana-stambha, literally the pride-pillar, which rises up on 
a platform comprised of three terraces. They are reached by a flight of sixteen 
steps, eight for the lower terrace and four each for the intermediate and the 
top ones. The platform is surrounded by three enclosures with doors facing 
the four cardinal points and opening onto four beautiful lakes filled with 
erystal-clear water. А railing provided with gates, steps made of jewels and 
two appended pools are the prominent features of each lake. The height 
_ ofa mana-stambha is twelve times the height of the body of the Tirthankara 
— Concerned and is divided into three segments, the basal segment with vajra- 
— -dváras or the doors too hard, as а thunderbolt, to be perforated, the circular 


camara-dhari Yaksas and drum-beaters. The railing 
on on its inner side is provided with four gates, one for 
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each cardinal point. Within this railing there isa region of water known as 
khatika-bhiimi. Full of crystal-clear water and water-lilies and water-beings, 
the khatika-bhümi is provided with steps made of precious stones. 


Bounding the region of water on its inner side, there is again a railing 
which encloses a forest called valli-bhümi. This, the third region, with dimen- 
sions twice those of the first region, isfull of pleasant scenery and wooded 
bowers and raised seats in the midst of clear spaces. The forest is bordered by 
a compound-wall, second in the structure, which is provided by tower-like 
gateways, one facing each cardinal point and decorated with paintings of 
animals and female figures and guarded by Yaksas. - 


Enclosed by the second compound-wall is a garden ог upavana-bhümi. 
With wooded avenues of asoka, campaka, cüta and saptaparna, this region, 
fourth in the structure, has the dimensions twice those of the first region. 
Here too are theatres where dances and music are a permanent feature. The 
caitya-yrksas or tree-shaped structures also are the very prominent features 
here. The third vedikd or compound-wall borders this region inside. 


With a row of fluttering flags along its four gates, like those of the 
earlier one, this wall gives the region encircled by it the name dhvaja-bltumi 
or the region of flags, the dimensions of which again are twice those ofthe 
first one. Numbering in millions the flags bear specific marks of lion, elephant 
bull, garuda, peacock, moon or a piece of cloth, sun or a garland, swan, lotus 
and cakra. The compound-wall bordering the interior here resembles the 
dhiili-§ala for the provision of gates and music-halls but is double in 
dimensions. 


Then the spectator’s gaze falls on the illuminating wish-trees scattered 
about in the wood in elegant confusion, all along the kalpa-vrksa-bhumi, the 
sixth region in the structure. The ten kinds of these trees or the kalpa-vrksas 
are significantly called pananga, turyanga, bhisananga, vastranga, bhojananga, 
фаудпга, dipanga, bhajananga, mályanga and jyotiranga. Recessed by theatres 
and music-halls the wish-trees shelter golden platforms on which are installed 
the images of the Tirthankaras. This region, of dimensions twice those of 
the first region, is bordered inside by the fourth vedika, the four gates of 
which are guarded by Naga-kumaras. 


Now one would get into the region of mansions called bhavana-bhumi, — 


the seventh and last of this type which has the same dimensions as those о 
the first one. Consisting of innumerable mansions and other habitati 
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built of precious stones and metals, this region has in each of the four 

cardinal avenues a line of nine sti#pas named loka, madhyama-loka, mandara, 
"graiveyaka, sarvartha-siddhi, siddhi, bhavya, moha and bodhi respectively. In. = 
the stupas are enshrined images of the Tirthankaras and the Siddhas; they have 

a hundred makara-toranas between every two of them. The compound-wall 

at the interior here is called akdasa-sphatika-sdla because it is made of white 

crystals. It resembles in all the ways the dhiili-Sala, but here the four gates 

are guarded by Kalpa-vasins or the heavenly ones. 


Further up, one would step into the clean open place of 1 yojana by 

1 yojana, where in the middle is situated the circular auditorium called §ri-mandapa 
or lJaksmisvara-mandapa. The heart of the samavasarana, this auditorium is 
divided into the twelve kosthas or compartments of equal dimensions, follow- 
ing a clock-wise order and falling three each in between the four cardinal 
avenues, the dividing walls, therefore, being sixteen in number. Made of 
crystal, the walls are supported by golden pilasters. The audience is supposed 
to have seats compartment-wise, i.e. respectively, all the saints including the 
ganadharas or main disciples of the Tirthankara; female Kalpavàsins; women 
including the aryikas or nuns; damsels of the stellar celestials; female peripa- 
tetics; female Bhavana-vasins; male Bhavan-vàsins; male peripatetics; stellar 


fears celestials; male Kalpa-vasins; men including the kings, chieftains, etc.; and 
; Бе animals. 

M. 24 | Right in the centre of the samavasarana is the cottage of fragrance 
LN Ln known as gandha-kuti, separated from the circular sri-mandapa by a railing 
Joh which is the fifth and last and similar to the fourth compound-wall in the 


Structure. Supposed to be a lofty platform for the preaching Tirthankara, the 
gandha-kuti, itself being square, stands on three circular pithas or podia 
placed one above the other. Resembling those of the màna-stambhas referred 
to above, these podia are made of gems and decorated with various motifs and 

auspicious symbols and have in all in the four directions Yaksendras standing 

ios - with dharma-cakras on their heads. The basal podium has sixteen flights of 
гы en ae each. Four of the flights start from the cardinal avenues, whereas 


с worship and the auspicious symbols. T his podium, like 
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the top one, has an eight-step flight facing each cardinal point. №15 the 
third podium over which is centrally placed the gandha-kuti itself, which, 
attributive of its name, is ever fragrant with many kinds of incense, e.g. 
gosirsa, malaya-candana, К@азиги, etc. Flywhisks, rattles, strings of gems, 
banners and lamps are some of the decorative members of the gandha-kuti. 
On a grand simhasana placed right in the centre of the gandha-kuti and 
embedded with all the precious stones and gems of the world and the heavens 
put together, sits the Tirthankara ona blossomed thousand-petalled lotus- 
flower, without however touching it, but suspended in the air about four 
fingers above it. Shown near him is the asoka-tree and above him three white 
parasols. Sixty-four Yaksas attend on him with flywhisksin hand. Behind 
him shines the resplendent halo. In the sky rises the sound of celestial drums. 
He now fully deserves the epithet Tirthankara to appear to be looking in all the 
four directions, though he only sits facing the east. When he speaks, he 
speaks in Sarvartha-magadhi language which resembles the roar of surging 
oceans. His speech is distinctly heard by every one present because it is 
produced independently of the movements of the glotis and is for that reason 
termed anaksari or without letters. The ganadharas, who interpret the speech to 
all assembled, arrange all his teachings under twelve main heads called 
dyadašañga or dyada$ara, the last of which, named parva, has fourteen sections. - 
After the speech is over Saudharmendra summons his retinue of dancers to 
express his feelings. And, then the Tirthankara proceeds on his divine mission, 
and the samavasaranais dispersed, to be planned afresh wherever his next 
halt is to take place. > 


The mythological symbols like samavasarana, mana-stambha, gandha-kuti, 
Astapada, etc., the cosmographical ones like the Meru, Nandisvara-dvipa and 
so on, as well as those of iconographic nature, do meagrely correspond to the 
canons, even to the classical texts which actually serve as canons particularly 
in the case of symbolism for some reason or the other. As a matter of fact, 
symbolizing even in a large structural form the vast and complex area like the 
samavasarana or Мапа буата-аутра is more or less impossible for an architect 
or a sculptor to achieve.’ 


GOPILAL AMAR 


1 The line-drawing illustrations in this chapter have been adapted from : Vatthu-sdra- 


payarana, ed. Bhagwandas Jain (above, р. 495, n. 5); Dipárnava by Višvakarman, ed. P.O, | y 
Somapura (above, р. 495, п. 1); and Bra. Muktyanand Singh Jain, Moksa-sastra-kaumudi, | 


Muzaffarpur, 1957. 
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CHAPTER 37 


MUSEUMS ABROAD d 
BRITISH MUSEUM, LONDON 


THE EARLIEST JAINA SCULPTURES IN THE BRITISH MUSEUM ARE 
Mathura and belong to the Gupta period, circa fifth century. Among them: 


sandstone. In all these the hair of the Tirthankaras is arranged into spiral 
and ше towards the proper right. The almost round face, bow-sha ар 


men the Mathura region. In a single example the hair of the m 

arranged in receding tiers demarcated by lines. In the beautiful bust o 
Tirthankara image the hair of the deity is arranged in schematic i 
315A). He bears a Srivasta-mark on the chest as is found in the cont 


Central-Indian Jaina sculpture of the medieval period is 
inthecollection. In one image an eight-armed Yaksi is 
lalitasana-pose on a lotus issuing from an inscribed pedestal (p 
holds a garland of flowers in her uppermost hands held 
head." In one of her right hands she holds a disc with 
her two hands are held in abhaya- and varada-poses. RI 
carries a circular mirror, a conch and probably а с 


* _ Clockwise the hilt of a sword (damaged), a cobra, a shield and a lotus in her 
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lotus-halo. Ап image of the Tirthankara seated in meditation on а lotus and 
flanked by a cauri-bearer is shown at the top. The base in front bears the name 
ofthe goddess as Sulocana. The image is a sublime product of circa ninth 
century. 


Another contemporary image hailing from the same region and labelled 
as Dhrti is seated at ease on her mount, probably Garuda, shown in alidha-pose 
with hands joined near the chest in adoration (plate 316A). She holds in her 
right hands a bunch of flowers, a rod-like object, a rosary and again a flower, 
while her left hands carry a few lotuses, a serpent and a battle-axe. Her two 
lowermost hands, now broken and lost, were probably held in abhaya- and 
varada-poses. The hair of the goddess is arranged in a big bun decorated 
with flowers, as also shown in contemporary sculptures from central and 
eastern India А female attendant stands in tri-bhanga-pose оп either side of 
the goddess and vind-player is depicted flanking her lotus-halo in a graceful 
attitude. An image of a Tirthankara with an attendant on his either side is 
shown in dhyana-mudra at the top іп the centre. The image, though now 
badly damaged, is of much iconographic importance.? 


А composite image from the same region and of the same date showsa 
Yaksa and a Yaksi seated side by side in a niche between two decorated 
pilasters (plate 316B). The figures are two-armed; their right hands, though 
partly broken, are held in abhaya-mudra, while the left carry a citron (damaged). 
An interesting feature in this image is that three dwarfs are depicted as 
supporting the panel having the figures of the semidivine couple. The female 


musicians playing on vind-like instruments are depicted on either side of the ` 


central figure. The top of the main panel has a niche with a seated image of 
Tirthankara and crowned by the finial of a spire including the ribbed атајака 
showing on either side a pair of garland-holding Vidyadharas flying towards it. 


The base bears а one-line inscription Anantavirya, probably used for the Yaksa 
figure. 


- 


Animage of Jaina Yaksi, probably representing Padmavati, holds 
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four hands (plate 317A). She stands in triflex pose under a three-hooded 
cobra with the head slightly inclined towards right. The high karanda-mukuta, 
necklace and waist-band and the,delicate modelling of the body-contours suggest 
that the image was fashioned by a gifted Paramara artist in the Malwa region 
in the tenth-eleventh century. A snake, the mount of the Devi, is depicted as 
crawling near her feet. The attending figures shown on either side of the 
goddess are completely damaged. A miniature image of a Tirthankara with 
attendants is depicted above the central hood of the Yaksi.? 


The worship of Sarasvati was equally popular among the Brahmanists, 
Buddhists and Jainas. In Jainism she is the Yaksi of. Padmaprabha, the sixth 
Tirthankara. Some medieval images of the goddess have been found at Pallu,’ 
Ladnun* and Deogarh. A white marble image of Sarasvati, probably from 
south-western Rajasthan, is shown standing gracefully in tri-bhanga-pose on an 
inscribed padma-pitha (plate 317B)5 Нег right hands are lost, while in her 
left hands she holds a rosary and a book of knowledge. The elaborate karanda- 
mukuta, the charming jewellery and the diaphanous sari secured with a girdle 
reminds us of the famous Pallu image of Sarasvati displayed in the National 
Museum of New Delhi (below Chapter 38). Sheisflanked by two Dhyani- 
Tirthankaras on her either side. А miniature figure of Padmaprabha along with 
garland-holding flying couples is shown above the image ofthe Devi. Two 
standing images of female attendants and the donor-couple are depicted near 
her feet. The image can be assigned to the Paramara period, twelfth century. 


Though under the Caulukyas of Gujarat and later countless metal images 
of Tirthankaras and other Jaina divinities were produced, most of them are 
stereotyped, because they were made in great numbers for worship by the Jaina 
devotees mainly of the Svetambara sect, and hence no emphasis was given on 
their beauty and aesthetic appeal. А pafica-tirthika of Mahavira in the collection 
shows him seated cross-legged in dhydna-mudrd on a cushion-seat mounted on 


1 R. P. Chanda, Mediaeval Indian Sculpture in the British Musenm, London, pp. 41-42, 
plate IX. 

2 Compare this image with the famous Sarasvati sculpture from Dhara in the British Museum, 
London. В. М. Sharma, Social and Cultural History of Northern India (с. 1000-1200 A.D.), New 
Delhi, 1972, plate IX. 

3 H. Goetz, Art and Architecture of Bikaner State, Oxford, 1950, plates IX-X. 

* D. Handa and С. Agrawala, ‘A new Jaina Sarasvati from Rajasthan’, East and West, 
XXIII, 1-2, pp. 169-70 and plate. 

5 B. C. Bhattacharya, Jaina Iconography, Delhi, 1974, plate XLI. 


° W. Rothenstein, Examples of Indian Sculpture in the British Museum, London, 1923, | 


plate VI. 
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a simhdsana. He is flanked by а Tirthankara in kdyotsarga-pose along with 
an attendant on either side; while two other images of Tirthankaras are shown 
in meditation around his halo. The niche above the head of the main figure 
has an elephant and 15 crowned by an umbrella. Lion, the cognizance of 
Mahavira, is depicted in front between the two crouching lions supporting his 
seat. The seated figures of Matanga and Siddhayika, the Yaksa and Yaksi of 
the Jina, are depicted on either side of the lion-throne. The base in front has 
a dharma-cakra symbol in the centre with a deer and the Nava-grahas on its 
either side. Two human figures, representing the donors of the image, are seated 
| at extreme ends with their hands held in айа[-тиага. The big protruding 
| - eye, flat nose, rounded and heavy limbs and flattened torso suggest a late date 
| for this image, probably the fifteenth century. 


е 


A crudely-executed image of Tirthankara, probably hailing from Bihar, 
4 shows him seated in dhydna-mudraé under an umbrella and attended by a cauri- 
bearer on either side. The middle panel of the sculpture shows a male and 
female probably representing the Yaksa and Yaksi of the Tirthankara seated side 
by side. The male holds a child in his lap and carries a flower in the left hand. 
The female, whose right hand is partly damaged, has her one son seated on her 
right and the other in the left lap. In the absence of any positive evidence it is 
\ not possible to identify these figures. The lowermost panel depicts five dwarfish 
E - figures in different mood and poses. An image from eastern Uttar Pradesh, 
| now displayed in the Bharat Kala Bhavan, Varanasi, would be a good example 
for a comparative study with this image. Stylistically, the image can be assigned 
to the early Pala period, circa eighth century. 
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A badly-damaged metal sculpture, probably hailing from Bihar, also 
shows Tirthankara seated in dhyana-mudra on a rectangular pedestal. Though 
— the cognizance of the deity is not visible, his identity with Rsabhanatha is 

~ certain from his locks of hair flowing on the shoulders. The plain circular halo 
aa E flames emanating on its border suggests the date of the image as the Pala 


WS ЫЛЕ Rsabhanatha and Mahavira pending side by side in 
a hands hanging along the sides (plate 318A). Rsabhanatha 
ta and his locks are trailing on the shoulders. Mahavira 
:d into small spiral curls and surmounted by a cranial 
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protuberance. The nimbate figures have elongated ears, long cylindrical arms 
reaching down to the knees and well-proportioned bodily contours and their | 
down-cast eyes reveal serenity and compassion. А couchant bull, the symbol B | 
of Rsabhanatha, and a lion, the cognizance of Mahavira, are depicted on the 2 
base along with the tiny figures of Indra on his elephant Airavata in the 
centre and the donor-couple on the extreme right. An attendant holding a 
саит stands on either side of the Jina. The image is an excellent example of 
Eastern Ganga period, eleventh century. 


| x 
| 
| 


| 
| 
l 


Among the images of Paršvanatha, one illustrates the deity as standing in 
kayotsarga-pose against the coils of a serpent with its seven hoods shown above 
his heavily-modelled limbs. The hair of the deity is arranged in spiral curls 
and has a protuberance above the head. The nude deitysis flanked by a cauri- 
bearer and also the four planets on each side. The image is datable to the | 
twelfth century. | | 


<< 


Another contemporary image of Parsvanatha, though slightly damaged at 
places, is a fine sculpture and shows a beautiful modelling of the central figure 
standing against the horizontally-arranged coils of serpent in the background. 
Planets are absent in this image. 


irem capa ни dcn cadi 


Ambika, the popular goddess, invariably under a mango-tree and with 
children, is represented on plate 318B as a charming damsel standing gracefully 
in a flexed pose with the miniature figure of Tirthankara Neminatha depicted 
above. Creepers carved on both sides of the goddess depict monkeys, etc., in Е 
different jovial poses. She wears a chignon, a broad necklace and an ипатуа zo 
covering her left breast and passing under the right arm. The transparent j 
sári reaching above the knees is secured with a jewelled mekhala. Her elder 
son, Subhankara, standing on her right, is trying to pluck a mango from the 
bunch of the fruits held in the right hand of the goddess, while with her left 
she is supporting her younger child Prabhankara. A couchant lion and the E 
figure of a donor of the image are shown on the base in front. The image, Ex 
which is assignable to about the eleventh century, recalls to our mind an almost A 
contemporary image of the Devi from Orissa, now preserved in the Stendahl 
Galleries, U.S.A. „2 


From south India comes а caubisi of Adinatha showing the h: 
in kayotsarga-pose on a pañca-ratha pedestal. The images carved 


1 J. LeRoy Davidson, Art of the Indian Subcontinent from Los Angeles C 
Angeles, 1968, plate 36. oe 
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— -— Dharanendra and Padmavati, his Yaksa and Yaksi, are seated under а three- 
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upper right portion are damaged and lost and the part that still remains depicts 
the seated images of the Tirthankaras in Айуапа-тиага. The halo with a beaded 
border and locks flowing on the shoulders prove it to be a figure of Rsabhanatha. 
The pedestal in front has the seated figures of his Yaksa and Yaksi carrying 
the usual attributes in their four hands. It is interesting to note that unlike 
the images of the Tirthankaras of north India (excluding Bengal), the sculptures 
from south India and the Deccan are invariably shown without a srivatsa-mark 
on the chest; and this can also be noted in all such images mentioned below. 
The image bears a dedicatory inscription of about the twelfth century. 


Another caubisi of a Tirthankara shows the miniature figures of the 
twenty-three Tirthankaras inside ornamental scrolls executed on both sides 
ofthe main image. The nude figure with rounded limbs, a flat torso and 
prominent knee-joints lack the vitality and grace of many of the Jaina images 
from the Deccan. His Sasana-devatàs are seated on his either side. The piece 
can be assigned to twelfth-thirteenth century. 


A Calukyan image of a nude Tirthankara from the Deccan shows him 
standing in the usual pose under a triple umbrella crowned by a kirttimukha at 


- thetop. The attributes of his attending Yaksa and Yaksi figures are lost. А 


stylized makara-rider is depicted on either side of the deity. The image bears 
an obliterated inscription of circa twelfth century on the front base. 


A nicely-executed image of Рагзуапа а shows him seated in meditation 
with his hands resting in the lap and palm facing upwards (plate 319A). He 
is shaded by the seven hoods of a cobra. Above the hoodsare shown a triple 
umbrella and a kirttimukha emanating flowery scrolls and thus forming а 
decoration for the stele of the image. The facial expression of the Jina reveals 
that he is above all worldly attachments. A male attendant holding a 
flywhisk is standing near his head on either side offering him a fruit-like object. 


oded cobra ол their respective vahanas, an elephant and a cobra. The 
lage may be regarded as a very fine piece of Calukya period, circa twelfth 
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A. British Museum : bust of a 
Tirthankara (Mathura) 
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CC-0. Gurukul Капап University Haridwar Collection. Digitized by S3 Foundation USA 
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A. British Museum : Yaksi Dhrti 
(central India) 
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B. British Museum: a couple 
(central India) 
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PLATE 316 


= СС-0. Gurukul Kangri University Haridwar Collection. Digitized by S3 Foundation USA =: 
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B. British Museum: Sarasvati 
(south-west Rajasthan) 


A. British Museum: Yaksi 
Padmavati (central India) 


PLATE 317 


CC-0. Gurukul Kangri University Haridwar Collection. Digitized by S3 Foundation USA 
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A. British Museum : Rsabhanatha and 
Mahavira (Orissa) 
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B. British Museum : Yaksi j^ ten — — : 


Ambika (Orissa) 


PLATE 318 


CC-0. Gurukul Kangri University Haridwar Collection. Digitized by S3 Foundation USA 
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B. British Museum: bronze 
Sarasvati (Karnataka) 


A. British Museum: Tirthankara 
Parsvanatha 


PLATE 319 


СС-0. Gurukul Kangri University Haridwar Collection. Digitized by S3 Foundation USA 
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British Museum : bronze Tirthankara Pārśvanātha (south India) 


PLATE 320 


CC-0. Gurukul Kangri University Haridwar Collection. Digitized by S3 Foundation USA 
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A. Victoria and Albert Museum: 
a Tirthankara (Mathura) 


B. British Museum: Tirthankara 
Pargvanatha (Gyaraspur) 


PLATE 321 


CC-0. Gurukul Kangri University Haridwar Collection. 
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Victoria and Albert Museum : a Tirthankara (west India) 


PLATE 322 


CC-0. Gurukul Kangri University Haridwar Collection. Digitized by S3 Foundation USA 
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seated in dhydna-mudrd under а seven-hooded cobra with а m 
umbrella over it (plate 320). Like the earlier image ofthe deity, h 
is flanked by a cauri-bearer and ay Dharanendra and Mee on 1 


etn 


and flames on the outer rim. The back of the image bears an inse j 
Kannada characters of the tenth-eleventh century. 4 


A beautiful image of Sarasvati, probably found in the Karnataka r 
stands in an elegant manner with her weight taken on the right leg, t 
slightly forward and bent at the knee (plate 319B). With a lotus-bud in 
right hand and a manuscript in the left, she is looking downwards a 
attitude of disseminating knowledge to her devotees. A small Tirthaüka 
above her in meditation. This inscribed image reminds us of a conte " 
image of Ambika from the same region, now displayed in Los Angeles | 
Museum of Art! It is dati to circa tenth-eleventh century. = 


Besides the above images some miniature Jaina bronzes, E 
Deccan, are also displayed in Indian Section of the British Museu: 
these, the nude image of a Tirthañkara in kayotsarga-pose is 
Though the left arm of the deity is damaged, yet the high fu 
good example of circa eleventh century. In another sculpture š 
is seated on a high throne under the five hoods of a cobra. ЇЇ 
Yaksa and Yaksi, viz. Matanga and Santa, are depicted seated с 
infront. The personified eight planets are shown in a row st а 
base. The image is datable to the tenth-eleventh cenas r: 


consort also carries a lotus in her right © 
the usual jewellery of the period. А small figu ° of : 
is shown at the top of the decorated back 
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VICTORIA AND ALBERT MUSEUM, LONDON 


3 The earliest example related to Jainism housed in the Victoria and 
i Albert Museum is the headless image of a Tirthañkara, standing erect in 
| kayotsarga-pose, with arms hanging along the sides (plate 321A). The image, 
carved out in white-spotted red sandstone, is nude and also bears a Srivatsa- 
mark on the chest in early Kushan tradition. The image has been wrongly 
identified as Neminatha, the twenty-first Tirthankara, in the Museum-records. 
In fact, the locks of hair trailing on the shoulders of the deity reveal his 
| identity as Rsabhanathat The lotus-halo, which is still there, although the 
| head is missing, has a scalloped border. The right hand of the deity is lost. 
The image, which lacks finish, is а second-century specimen of Kushan 
workmanship. x 


| An image of Rsabhanatha from Mirzapur, of the late Gupta period, sixth 
| century, though headless and badly damaged, is а noteworthy example for its 
delicate modelling and high finish. He is seated in dhyàna-mudra on a 
simhasana supported by two crouching lions on either side. The hair of the 
deity is flowing on the shoulders and he bears a Srivatsa-mark on the chest. His 
cognizance, the couchant bull, is carved in the front. The figure of a headless 
attendant is shown on the right, while that on the left is now lost. The 
damaged figures of Yaksa and Yaksi are carved near the knees of the deity. 


| 
| 
| 
"1 


A finely-executed image of Par$vanatha (plate 3218), once enshrined in a 
Jaina temple at Gyaraspur, District Vidisha, shows the deity seated cross-legged 
оп а simhasana, attended by the cauri-bearers on either side. Ап unusual 
feature in this image is that he is seated under the dhdtaki-tree practising the 
‘exposure to all weathers’ austerity, at which time Megha-kumara (cloud-prince) 
attacked him with a great storm. The serpent-king, Nàga Dharanendra, spread 
his seven hoods above Jina's head and his consort Nàgi Padmavati held a white 
umbrella over him. On either side ofthe cobra-hoods are shown the garland- 
holding celestials hovering in the sky, and at the top are the hands beating the 
— drum, which represent the thunder of the storm. The base in front shows а 
— dwarf holding up a wheel in his hands. The image shows the continuance of 


Gupta stylein an elegant manner and suggests its date as the seventh 
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century. Another contemporary image of almost the same type, though standing 
in kayotsarga-pose and hailing from Bihar, is now displayed in the Indian 
Museum, Calcutta. 


The popularity of metal images in west India under the Caulukyas has 
been mentioned above-(p. 539). A tri-tirthika shows an unidentified Tirthankara 
seated in dhydna-mudra on a cushioned seat, flanked by a Tirthankara in 
kàyotsarga-pose and a cauri-bearer on either side (plate 322). Spiral curls of 
his hair are nicely arranged into plaits. The $rzvatsa-mark and eyes of the 
figures are inlaid with silver, as in most of the bronze icons of the Tirthankaras 
of this period. The broad faces with prominent chins, the karanda-mukutas 
of the attendants and the УаКба and Yaksi figures suggest the hand of a 
Paramara artist of circa tenth century. From the attributes held in the hands 
of Yaksa and Yaksi figures, they can be identified with Gomedha and Ambika, 
the Sisana-devatas of Neminatha, whose symbol, a conch, is, however, absent 
in the present image. 


A superb example of Cahamana art is an elegantly-cast bronze image of 
Santinütha, probably hailing from Rajasthan, which shows him seated in 
dhyüna-mudrá on a cushioned seat (see frontispiece of this volume). His hair 
is arranged in schematic curls and he bears a prominent srivatsa-mark 
resembling the ones carved on the chest of the two other Tirthankaras, 
Neminàtha and Munisuvrata, from Narhad, near Pilani in Rajasthan? The 
elongated ears, sharp eye-brows and nose, tapering fingers, the beautiful 
modelling of the human figures, and also the decorative designs, so skilfully 
delineated in this colossal bronze, remind us of the famous images of the 
Jaina Sarasvati from Pallu, Rajasthan, in the National Museum, New Delhi, 
and the Bikaner Museum.‘ Besides the elephant-riders and celestial musicians, 
a number of human figures are carved on the back-frame of the image. The 
image bears a dated inscription of Vikrama-samvat 1224 (A.D. 1168). 


1 Bhattacharya, op. cit., plate XXVIII. 

2 Dasharatha Sharma, Early Саићап Dynasties, Delhi, 1959, plate facing p. 228. 

3B. N. Sharma, ‘Some medieval sculptures from Rajasthan in the National Museum’, 
Коора-Гекћа, New Delhi, XXXV, 1 and 2, p. 31, plate I. 

4 V. S. Srivastava, Catalogue and Guide to Ganga Golden Jubilee Museum, Bikaner, 1960-61, 
p. 13, plate III. [See also above, plate 154.—Editor.] 

5 A colossal back-frame of a Tirthankara image (now lost) from Rajasthan, datable to the 


Cahamana period, twelfth century, was published by the present writer in his ‘Jaina Bronzesin  - 


the National Museum, New Delhi’, Journal of the Oriental Institute, Baroda, XIX, pp. тл Qa 
plates. 
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The Museum has two outstanding examples of Tirthankaras executed 
during the Calukya period. The first of these shows Par$vanàatha standing in 
kayotsarga-pose under the coils of a serpent with its hoods above his head 
| (plate 323A). His cognizance, a snake, is depicted on the pedestal in front. 
| The image can be regarded as an example of the Western Calukya period, 
circa twelfth century. Another image of the same deity also depicts him 
standing as above and under the seven hoods of a cobra (plate 323B) and with 
cauris on either side of his head and a triple umbrella above the hood of the 
serpent. Yaksa Dharanendra and Yaksi Раатауай, holding a goad, noose, 
| etc., in their hands and seated under a cobra-hood, flank the deity on either 
side of his feet. The base in front bears an inscription, which records that 
Dx the image was made for a Jaina shrine of Parsvanatha at Gulbarga when it 
was restored in the°twelfth century after a period of persecution of the sect. 


j Of Ambika there is a stone sculpture from Orissa (plate 324). Here she 

is Shown seated at east оп a double-lotus pedestal with her left leg doubled 
and the right pendent and resting on a decorated base. Her curly hair, arranged 
into a big bun at the back, is decorated with jewelled chains. She wears fine 
ear-ornaments, a necklace of four strands and with a central pendant and 
adiaphanous 5477 secured with an elaborate girdle at the waist. The smiling 
countenance, full breasts, attenuated waist and broad hips characterize the 
feminine charm as conceived by Indian artists and poets. Of her two sons, 
one is shown in her left lap and the other near her right foot. Нег vahana, a 
couchant lion, is depicted in front. An image of Neminatha with a big halo 
behind his head is shown seated in dhyana-mudrá under an umbrella. The 
deity is flanked by an attendant and а Vidyadhara. The image is very much 
stylized. Stylisticaly, it can be assigned to the late Eastern Ganga school, 
twelfth-thirteenth century. 


B. N. SHARMA 


MUSEE GUIMET, PARIS 


E = The earliest Jaina piece in Musée Guimet is the head of a Jina image 
rved in white-spotted red sandstone of the Mathura region. The hair of the 


ad cheeks indicates a Kushan date. 
ПА 


ssa, of the eleventh century, is a stone nude image of 
ing in kayotsarga-pose with hands hanging along the sides 
wears an elaborate jafa-mukuta with locks arranged in 
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tiers, as is seen in an image of the same Jina in the British Museum, London. 
His hair falls on the shoulders and lobes of the ear are elongated. There is a 
plain circular prabhá behind his head, and above it are shown a triple umbrella 
and the leaves of a banyan-tree, under which the Jina attained enlightenment. 
There is a miniature bull under the lotus-pedestal. The base in front shows a 
donor-couple on one side and naivedya-offerings on the other. The central 
figure is flanked by a flywhisk-bearer standing in devotional pose. Eight planets 
(Ketu missing) carrying their usual attributes are depicted on either side of the 
deity. The image сап be assigned to the twelfth century. The figure is stiff 
and lacks delicacy. 


A lintel of some Jaina images in the Musée Guimet shows in the upper 
central panel a Tirthankara seated cross-legged in a niche, With palms resting 
on the jap. On either side of the main figure are executed two Tirthankaras 
standing in kdyotsarga-pose. Below them are seated seven Tirthankaras in 
meditation in a row. Two other Tirthankaras in the same pose are shown 
within the niches flanking the group of the Jaina deities. On either side of 
the lintel, a warrior with a sword in hand is shown fighting with a makara—a 
motif common in the late medieval sculptures. The figures are crude and 
stylized and remind us of the Jaina bronzes executed in western India during 
the medieval period. Of Rajasthan provenance, the image, sang in sandstone, 

can be dated to about the thirteenth century. 


An image of Mahavira seated in айудпа-тиага on a lion-throne is an 
important example for the study of Jaina art of the Deccan (plate 325B). The 
Tirthankara is seated under a triple umbrella with the figure of a cauri-bearing 
attendant flanking his plain nimbus. His cognizance, lion, is depicted in front. 
On his right, Pàrévanatha stands in kdyotsarga-mudra against the coils of a 
serpent with its hoods shown over Par$vanatha's head. It is interesting to 
note that the figure to the left of Mahavira is of Bahubali, a prince who later 
became an ascetic, with creepers entwining his body—a rare representation of 
the ascetic ina group? The figures of Yaksa and Yaksi of Mahavira are 
shown seated on lotuses issuing from the sides of the pedestal. The base in 
front depicted a dharma-cakra and the Nava-grahas symbolically represented 
by dots. The back-frame in the centre shows hands beating a drum, a 


1 Shah, op. cit., fig. 35. 


2 M. М. P. Tiwari, ‘A note on the Bahubali images from north India’, East and as 
XXIII, 3-4, pp. 347-53. 
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garland-holding Vidyadhara and a kirttimukha in the centre above. The image 
can be of the Calukya period, ninth-tenth century. 


B. N. SHARMA 


MUSEUM FÜR INDISCHE KUNST, BERLIN-DAHLEM 


Dr Klaus Fischer of the Seminar of the Oriental Art-history, University 
of Bonn, has kindly brought to our notice the following outstanding Jaina 
sculptures in the Museum für indische Kunst, Berlin-Dahlem, and has also 
sent us their photographs, two of them reproduced here. Не says that the 
photographs were sent to him by Professor H. Haertel, Director of the Museum, 
and the sculptures were partly described to him by Dr V. Moeller, Assistant 
Director. ° 


(1) Red sandstone head of a Jina. Mathura region. Early Kushan.? 


(2) Bronze standing Jina under a decorated tree, in two parts. Findspot 
unrecorded. Plate 326A. 


(3) Bronze standing Jina surrounded by seated Jinas, with inscription 
on socle. South India. Medieval. Plate 326B. 


(4) Stone Mahavira in kdyotsarga, adoring and attending figures below 
and eight planets above. South India. Medieval. 


(5) Stone Rsabba in kayotsarga, with attendant figures below and with 
four groups of three standing Tirthankaras on either side. Palma, District 
Manbhum.? Medieval. 


EDITOR 


SOME JAINA BRONZES FROM AMERICAN COLLECTIONS 


By and large the collection of Jaina images in American collections does 
not reveal the rich variety that may be seen in Indian collections. Nevertheless, 
there are a number of interesting and a few outstanding Jaina bronzes in 
America, and these will form the subject of discussion here. 


[ This section on Musée Guimet is based on the information very kindly supplied to the 
Bharatiya Jnanpith and the Editor by Mademoiselle M. Deneck, Curator of Musée Guimet, and 
Madame Odette Viennot. formerly of the National Research Centre, Paris. The latter also obliged 
the Jnanpith by sending photographs of the Jaina pieces in the Museum.—Editor.] 

> H. Haertel, Indische Skulpturen, Teil I, Die Werke der frühindischen, klassischen and 
Jrühmittelalterlischen Zeit, Berlin, 1960, p. 60, plate 19. 

3 For a Palma sculpture, see above, plate 158B. 
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A. Victoria and Albert Museum: Tirthankara 
Par$vanatha (the Deccán) 


-> 


B. Victoria and Albert Museum: 
Tirthankara Parsvanatha (Gulbarga) 


PLATE 323 
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A. Musée Guimet: Tirthankara 
Rsabhanatha (Orissa) 


B. Musé: Guimet: Tirthankara 
Mahavira (the Deccan) 


PLATE 325 
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B. Museum für indische Kunst,Berlin- 
Dahlem: a bronze Tirthankara 
(South India) 


unknown) 


PLATE 326 
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A. Private Collection, New York: bronze 
Par$vanatha (central India) 


B. Private Collection, New York: 
Tirthankara Sambhavanatha (?) (Karnataka) 
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A. Los Angeles County Museum of Art 
(Nasli and Alice Heeramaneck Collection): 
a bronze Tirthankara (south India) 


PLATE 328 
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B. Los Angeles County Museum of Art 
(gift of Mr and Mrs J.J. Klejman): 
a bronze tri-tirthika (Gujarat) 


A. Atkins Museum (Nelson Fund, Nelson 
Gallery): a Tirthañkara (south India) 


PLATE 329 


CC-0. Gurukul Kangri University Haridwar Collection. Digitized by S3 Foundation USA 
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Same as plate 329A, detail 


PLATE 330 
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sranta 


Seattle Art Museum (Eugene Fuller Memorial Collection) : 
Yaksa Dharanendra (the Deccan) 


PLATE 331 
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Paul F. Walter Ccllection, New York : a bronze tri-tirthika (the Deccan) 


PLATE 332 
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Los Angeles County Museum (gift of Paul E. Manheim): 
pciica-tirthika of Vimalanatha (west India) 


PLATE 333 
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Los Angeles County Museum of Art (gift of Paul E. Manheim): 
caturyrisati-patta of Santinatha (west India) 


CLEA. ш PLATE 334 
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The earliest known Jaina bronze in an American collection represents 
the twenty-third Tirthankara, Parsvanatha (plate 327A). Even if the 
historicity of Par$vanatha could be substantiated, artistic depictions of him 
are certainly not portraits. Rather, such images reveal an idealized figure 
sheltered Бу the multiheaded serpent whose hoods form a canopy over his 
head. Very likely, this American bronze is of the sixth century, but it 
perpetuates a type of image that may have been stereotyped much earlier. 
There isa bronze figure of Parévanatha in the Prince of Wales Museum, 
Bombay, for which a third-fourth century B.C. date is claimed. Whether or 
not we accept so early a date, the sculpture could certainly have served аза 
prototype for the bronze under discussion. And with astonishing tenacity the 
same basic type of figure continued to be used to represent a Tirthankara 
many centuries later (plate 327B). Indeed, the Jaina tradition has remained 
the most conservative of the Indian aesthetic traditions. 


Perhaps the most handsome Jaina bronze to be found in an American 
collection today is that inthe Los Angeles County Museum of Art (plate 
328A). We are more certain of the date of this sculpture than we are of its 
exact place of origin. In the Heeramaneck catalogue it has been suggested 
that the bronze is probably a work of the ninth century and was created 
possibly in Mysore? That it is from south India seems incontestable, for 
it bears a marked relationship with early Cola bronzes. More specifically, the 
bronze may belong to the Pudukkottai region; its stylistic parallels may be 
seen in the seated Tirthankaras carved from the live rock at Sittanavasal.* 


There is nothing unusual about the appearance of this south-Indian 
bronze, for it typifies a concept as old as the Indian civilization itself. It may 
well be regarded as a superb visual realization of a yogin both in his physical 
presence and in his spiritual essence. As is expected of Digambara Јаша 
figures, the ascetic is naked and sits impassively meditating in the classic 
paryankdsana, a posture favoured particularly by yogins. Indeed, as the 
Bhagavad-Gitá tells us, ‘the likeness of one such, who knows the boundless 
joy that lies beyond the senses as is grasped by intuition, and who swerves 
not from the truth, is that of a lamp in a windless place that does not flicker.’ 


1 U.P. Shah, Studies in Jaina Art. Banaras, 1955, plate 1, fig. 3, рр. 8-9. [See above, 
chapter 8, and below, chapter 38.—Editor.] 

2 The Arts of India and Nepal : The Nasli and Alice Heeramaneck Collection, Boston, 
1966, pp. 92-93. 

3 Lalit Kala, 9, 1961, plate XX, fig. 22. 
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Both the Buddhists and the Jainas employed the same stereotyped figure 
ofan ascetic in their representations of a Buddha or of a Tirthankara. This 
becomes quite evident when one compares an image of a meditating Buddha 
(plate 328B) with that of the Los Angeles Tirthankara (plate 328A). Both are 
seated in almost identical postures and both reflect the inner calm appropriate 
foratrue yogin. In both the forms are delineated as ideal mental constructs; 
but while the Buddhas's asceticism is tempered by sensuous grace, that of the 
Tirthankara is unearthly in its severe expression. 


“The difference between the representations of a Buddha and a Tirthankara 
typically reflects the doctrinaire difference between the two religions. To 
begin with, the Buddhists discouraged the representation of Buddha in human 
form. However, once the theory of the Buddha’s transcendental nature 
became acceptable, it was easier to portray him in anthropomorphic form. 
But essentially, to his followers, Buddha remained a teacher who was easily 
approached and with whom one could enter into a direct and personal 
relationship. His image was regarded as a symbol of his presence by virtue of 
the concept of tri-kdya 


The Jaina Tirthankara, however. has remained a far more detached 
figure. As Zimmer has stated, ‘the Jaina saviors...dwelt in a supernal zone 
at the ceiling of the universe, beyond the reach of prayer; there is no 
possibility of their assistance descending from that high and luminous place 
to the clouded sphere of human effort. The Makers of the River-Crossing 
are beyond cosmic event as well as the problems of biography; they are 
transcendant, cleaned of temporality, omniscient, actionless and absolutely 
at peace.” ` 


It is against such a theological background that one must view the 
drastically simplified form of the Jaina Tirthankaras. Whether the figures 
are shown seated or standing, they are purely products of the intellect rendered 
with mathematical exactitude and devoid of sensuous charm. Essentially the 
body remains that of a superman whose shoulders are as broad as those of 
a bull (vrsa-skandha), whose torso is comparable to that of a lion and whose 
chest expands from within, suggestive of his tremendous inner vitality. When 
he stands the Tirthankara is a veritable embodiment of immovable strength 


1 As a result of the doctrine of fri-kaya Buddha is said to have three bodies : dharma-kaya 
sambhoga-kaya and nirmana-kdya. It is the last kaya that is represented in art. 


2 H. Zimmer, Philosophies of India, New York, 1953, pp. 181-82. 


550 


CC-0. Gurukul Kangri University Haridwar Collection. Digitized by S3 Foundation USA 


CHAPTER 37] MUSEUMS ABROAD 
and indestructible power, not unlike the tall and dignified sala trees ($ala- 
pramsu). ‘The image of the released one seems neither animate nor inanimate 
but pervaded by a strange and timeless calm.” Indeed, the image of the 


Tirthankara is visually and spiritually most moving when viewed in isolation, 
as in the Los Angeles example (plate 328A). 


An appropriate companion piece to the Los Angeles Tirthankara isa 
similar figure in the Nelson Gallery in Kansas City (plate 329A). Except for 
the differences in their facial shapes and in their physiognomical features, the 
two bronzes are almost identical and appear as if they were cast from the 
same mould. It seems that the eyes of the Kansas City figure no longer 
retain their original shape and the tip of the nose is slightly damaged. 


Nonetheless, both bronzes are definitely of the same period and may even be 
works of the same atelier. ; 


If the Los Angeles and Kansas City bronzes reflect the ascetic simplicity 
and the noble elegance of the Jaina tradition, the elaborate shrine from 
Broach dedicated in the year 988 (plates 329B, 330), indicates the affluence and 
the luxurious taste of its merchant-donor. The central figure here represents 
Pārśvanātha, but except for the serpent-canopy, there is по perceptible 
iconographic difference between this figure and those of the two south-Indian 
Tirthankaras. Sitting in serene contemplation on a lotus pedestal, whose petals 
are inset with agate chips, Pàr$vanatha is accompanied Буа host of other 
figures. He is immediately flanked by two other Tirthankaras, thus making this 
a tri-tirthika shrine. Both figures are framed by elaborate flame aureoles, and 
each stands оп а separate lotus-pedestal in the Kayotsarga-posture. Beside 
each of them stands a goddess in graceful tri-bhanga displaying the sensuous 
charms of their abundantly endowed bodies. Very likely they represent 
Padmavati and Sarasvati. There is yet a fifth female figure seated with a 
child; she is Ambika, the most popular of the Jaina goddesses. In addition, 
two flying Vidhyàdharas appear on either side of the central canopy, bringing 
garlands for the Tirthankara. The base of the throne displays two spirited 
lions and is further embellished with two deer which confront a wheel. This, 
of course, symbolizes the dharma and was also popular with the Buddhists. 


More curious is the row of nine. heads depicted across the front of the 
pedestal. These must represent the Nava-devatas of the Siddha-cakra, a 
popular symbol of the Jainas which reflects Tantric influences. The cult 
| | 


1 рта, р. 211. 
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ritual of the Siddha-cakra is considered to be a late development of Jainism! 
and, if indeed, these nine heads do symbolize the Siddha-cakra or the 
Nava-devatas, it becomes evident that the ritual had some currency as early 
as the tenth century. 


A gilt bronze ofstriking brilliance, this sculpture is remarkable both 
forits richness oftexture and forits details. It is amazing how successfully 
the sculptor has harmoniously balanced the decorative elements and the 
figurative forms. Each figure is freed from its background and thereby retains 
its prominence as a modelled mass. The ornamentation and the inlaying 
create arich and varied surface-texture, but in no way do these decorative 
techniques overwhelm the figures. The simplified forms of the Tirthankaras 
offer a striking contrast to their exuberant surroundings. Indeed, this 
sumptuous setting only accentuates the detachment of the Tirthankaras 
who exude the effulgence of gold, but remain untouched by its glitter. 


A somewhat earlier bronze of exceptional quality, although not as 
sumptuous as the Los Angeles Pārśvanātha, is the well-known example in the 
Seattle Art Museum (plate 331). It shows a richly-bejewelled male figure 
seated in saftva-paryankásana on a lotus which rests on а tiered pedestal. 
The right hand of the figure is broken, but the left holds a vija-püraka. А 
multiheaded serpent-canopy serves as a halo as seen in images of Parsvanatha. 
The figure itself is framed by pilasters surmounted by capitals; from these 
springs an ornate arch, the apex of which terminates in a striking kirttimukha. 


Some years ago Douglas-Barrett made the very plausible suggestion that 
this image may represent Dharanendra, the attendant Yaksa of Par$vanatha.? 
'The process of elaboration of the Jaina pantheon followed the same principle 
asthat of both the Buddhists and the Brahmanists. Each principal deity, 
orfor that matter each individual Tirthankara, was provided with a female 
and at least one Yaksa attendant. In the Los Angeles Рагзуапа а shrine 
(plate 329B) we have already encountered two female attendants of the 
Tirthankara. That the figure of the Seattle bronze must be related to 
Parsvanatha is evident from the additional serpent-canopy, which is a distinctive 
emblem of Par$vanatha. Moreover, Jaina Yaksas are definitely known to hold 
а vija-püraka in a similar fashion.? 


As to the provenance of this bronze, Barrett’s suggestion of the Deccan 
seems also plausible. But one cannot altogether rule out the possibility of this 


1 Shah, op. cit., pp. 97-103. 
2 D. Barrett, ‘A group of bronzes from the Deccan’, Lalit Kala, 3-4, 1956-57, pp. 44-45. 
3 Shah, op. cit., plates XV, fig. 40, XVII, fig. 47. 
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bronze being from the Akota area, for its face is not unlike that of the beautiful 
Jivantasvamin from Akota: The crowns of both of these figures are definitely 
of the same type, although that of Jivantasvamin is far more elaborately 
adorned. Whatever the provenance of this bronze, it does remain a rare, if 
not unique, representation of a Jaina Yaksa attendant. 


It has already been pointed out that the Los Angeles Parsvanatha shrine 
(plate 329B) is of the rri-tirthika variety. Another such image is now in the 
Paul Walter Collection (plate 332). Here also three Tirthankaras are 
represented together although all the three are standing. Except for the inlaid 
$rivatsa-mark оп each of their chests, these figures are completely naked. The 
stiffness of their postures and their column-like appearance are somewhat 
relieved by the sinuous animal-forms on the throne-back and by the more 


animated attendant figures. From the inscription on the back the bronze 
may be dated to A.D. 1020. 


Further elaborations, purely of an iconographic nature, may be made 
with regard to two other bronzes from the Los Angeles collection. In one of 
these (plate 333) five Tirthankaras are grouped together and such shrines 
are known as parica-tirthika. Yet in the other (plate 334) all the twenty-four 
Tirthankaras are arranged in a strictly geometrical composition. In the райса- 
tirthika shrine of A.D. 1430, the central figure isthat of Vimalanatha, while 
in the other the central figure represents Santinatha.? It is evident, therefore, 
that the same idealized, stereotyped figure was employed not only to represent 
the different Tirthankaras, but was also persisted with for almost two nillennia. 


In general, it may be concluded that while a proclivity towards 
abstraction has always remained basic to the Jaina aesthetic tradition, the 
bronzes produced after the twelfth century reveal a stronger predilection for 
geometrical formalism. A severely linear arrangement with an emphasis on 
strict symmetry characterizes the overall composition of these bronzes. No 
longer do the figures reflect the mellifluous contours of the earlier forms; 
rather, they display an increasing tendency towards angularization. 


In the final analysis what impresses us is not the fact that there are 
similarities between these bronzes, but the fact that they are so different from 


1 S, Kramrisch, The Art of India, London,. 1965, fig. 56. [Above, plate 68B.—Editor.] 


2 [t may be pointed out that the inscription at the back refers to this image as 
caturvimSati-patta. 
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CHAPTER 38 hs 
MUSEUMS IN INDIA E 
NATIONAL MUSEUM, NEW DELHI | 


STONE SCULPTURES 


THE RICH COLLECTION OF JAINA SCULPTURES IN THE NATIONAL MUSEUM 
covers almost all parts of the country. With the exception of an ayaga-paía, ` 
which is datable to the Kushan period, all the sculptures belong to Ue medieval ` 
period. 


Uttar Pradesh 


AYAGA-PATA (J. 2491; height 63 cm.): The earliest phase is represente. * 


= 


tablet occurs a pillar surmounted by dharma-cakra and an elephant-capit 
inscription, anterior to the date of Kaniska, is carved on the P: 


Rajasthan 


PARSVANATHA (62:434; height 30 cm.): An ii 
him seated on a cushioned seat, placed o 
seven hoods of a serpent. Above, on either s 
musicians and Tirthankaras standing 
flanked by Yaksa Dharanendra holdin 


| 
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with a bunch of mangoes in her right hand. The image is carved out in buff 
sandstone and is datable to the Pratihara period. Plate 335. 


NEMINATHA (69:132; height 1:18 m.): From among two images of Muni- 
suvrata and Neminatha, unearthed some years ago at Narhad near Pilani in 
Rajasthan, the latter was acquired by the Nationa] Museum. The image is in 
kayotsarga-pose and shows cauri-bearing attendants standing near his feet on 
either side. Тһе deity wears a srivatsa-mark of four lotus-petals on his chest. 
He wears a transparent dhoti. А conch, the cognizance of the Tirthankara, is 
carved on the base in front. The image в made of kasauti-stone, on which 
gold is tested. It is an excellent example of the Cahamana school, twelfth 
century. Plate 336B. 


1 


SARASVATI (1/6-278; height 1:48 m.): A white marble image of Sarasvati, 
originally from Pallu, Bikaner, shows the goddess standing gracefully in tri- 
bhanga pose on a full-blown lotus and holding in her various hands a rosary, 
a white lotus, a palm-leaf manuscript tied with a silken string and a water- 
vessel. She wears an elaborate tiara and other ornaments, a diaphanous sari 
secured with an elaborate girdle, with its pearled tassels and festoons falling on 
her thighs. On either side she is flanked by female attendants playing оп via 
held in their hands. Behind the head, near the lotus-halo, appears the miniature 
image of a Tirthankara. The donor and his wife appear on the pedestal on the 
left and the right sides. А swan, the уайапа of the Devi, appears on the 
pedestal in front. The image represents the high watermark of Саһатапа art 
of the twelfth century. Plate 337. 


Madhya Pradesh , 


NEMINATHA (73:23; height 69:5 cm.): An image of Neminatha stands in 
kayotsarga-pose on a rectangular pedestal. His hair is arranged in small 
ringlets and he bears a Srivatsa-mark on his chest. А conch, the cognizance of 
the Tirthankara, is carved on the pedestal. The image resembles the Khajuraho 
sculptures and can be stylistically assigned to Candella school of art, though it 
lacks the usual finish. 


Gujarat 


A TiRTHANKARA (50:277; height 54-4 cm.): А marble image of an un- 
identified Tirthankara from Ladol, District Mehsana, shows him standing in 
kayotsarga-pose. Не wears а dhoti, which proves that the image was made for 
the worship by the Svetambara Jainas. A cauri-bearer is shown on the right and 
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а makara-sardiila above it. The image is datable to the Caulukya period (twelfth 
century). 


East India 


RsABHANATHA (60:1479; height 52 cm.): An image of Rsabhanatha shows 
him standing in kdyotsarga-pose. He wears а jata-mukuta and is flanked by an 
attendant and a flying Gandharva on either side. The image, hailing from 


Bihar, is carved in black basalt and is datable to the eleventh century. 
Plate 338A. 


| 

A PARCA-TIRTHIKA (60:594; height 50 cm.): Another contemporary image | 

in black basalt from the same region shows a pafica-tirthika of Tirthankara | 
Candraprabha standing in kayotsarga-pose. His cognizance, а crescent-moon, | 
is carved on the pedestal in front. у | 


AMBIKA (63:940; height 67 cm.): The Yaksi of Neminatha is shown here | 
standing under a mango-tree on a lotus-seat. In her right hand she holds a 

bunch of mangoes, while a child holds the forefinger of her left hand. Her | 

| | 

| 


other son is standing near her right leg. The goddess wears a tiara, necklace, 
armlets, bracelets, sacred thread and the lower garments. Two dancing 
figures are shown on her either side. Ап image of Jina, with two lotus-flowers, 
is carved above the head of the deity. Her vahana, the lion, is carved on the base 
in front. The image of the Devi is a product of Pala artists from Bihar. 
Plate 338B. 


PARENTS OF JINA (60:1204; height 46 cm.): This Pala image, of the tenth 
century, shows the parents of the Jina, seated at ease under a tree. А monkey is 
shown on one of the branches of thetree. The female figureis holding a child in 
herlap. They wear crown and other ornaments which are characteristic of the 
Pala school. Seven devotees with folded hands are shown on the base in front. 
Two ganadharas appear on either side of the tree. Another beautiful specimen 
depicting the same theme (60-153; height 36 cm.) comes from Bengal. The 
image shows the couple seated in the same manner. Both the male and the 
female figures hold a child each in their laps. The couple wear jewellery and 
transparent lower garments found usually in the sculptures of Bengal. Two 
figures are depicted on the tree and five figures are carved on the base in front. 
The shape of the image is oblong and -pointed at the top and suggests an 
eleventh-century date. Plate 339A. 


RsABHANATHA (74:65; height 57 cm.): This image, from Orissa, shows the y : 
Jina seated in dhydna-mudrd over a block of pedestal. He has elaborate j | 
mukuta and curly locks of hair falling on both sides. A full-blown 
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carved on either side of the deity. The sculpture is datable to the twelfth 
century. 


A TIRTHANKARA (74:87; height 48 cm.): This excellent sculpture of the 
Orissa school depicts an image of Tirthankara, which is broken below the waist. 
He is standing in kayotsarga-pose, under a triple umbrella against a trefoil arch, 
decorated with floral designs. His hair is arranged in small ringlets, forming 
a protuberance over his head. The deity is flanked by flying Gandharvas, 
musicians and Nava-grahas. The image is datable to the twelfth century. 


The Deccan 


RsABHANATHA (1353; height 91:5 cm.): This sculpture, carved out in black 
stone, depicts him seated in dhyana-mudrà. His curly locks of hair are falling 
on the shoulders and he wears a close fitting antariya. Coming from Warangal, 
it is datable to the tenth century. 


ARCHITECTURAL SLAB (58:9/1; height 89 cm.): Tapering at the top, it 
depicts a sahasra-kita, consisting of a pavilion, surmounted by diminishing 
tiers and an атаака. Тһе pavilions on all the four sides each show a 
Tirthankara, standing in kdyotsarga-pose. Above this occur horizontal panels 
showing four, three and one Tirthankaras seated in dhyàna-mudrà on all the 
four sides. The slab 1s inscribed and is carved in dark-grey stone. It is datable 
to the Calukya period, tenth century. 


А TIRTHANKARA: This image (59:153/146, height 1:59 m.) shows a halo 
around the Tirthankara, who is seated in dhyana-mudra on а simhdsana. The 
Sriyatsa-symbol occurs on the right side of the chest of the deity. The prabhda- 
mandala behind the deity is carved with cauri-bearing attendants standing 
under a spiral arch and makara-head above rampant lions on either side of the 
Tirthankara. The image is datable to the Vijayanagara period, fifteenth 
century. Plate 339B. 


South India 


TIRTHANKARAS: An image (59:153/173; height 2:19 m.) shows Parsvanatha 
standing in kayotsarga-pose against the coils of a serpent, which provides shade 
with its hoods. Above the head of the Tirthankara are carved five concentric 
semicircular bands and floral carvings. The image is datable to the Cola 
period. Plate 340A, tenth century. An image (59:153/2; height 1:38 m.), of 
the same period, shows a Tirthankara seated on a cushioned throne, the 
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prabhà-mandala of which is decorated with а makara-head. On either side of | 
the throne appears a rampant leogryph with a rider. There is a semicircular 

halo round his head, issuing from the mouth of the floriated makara. The deity | 
is flanked by a cauri-bearer on either side, standing under the foliage and | 
adorned with karanda-mukuta. А Зирагзуапаа is shown in an image | 
(59:158/177; height 1:19 m.) as standing in kayotsarga under the canopy of five | 
hoods of a serpent coiled up behind him. The śrīvatsa-mark is carved above | 
the right nipple and a conch is depicted above the right shoulder of the 
Tirthankara. The image is datable to the early Cola phase, tenth century. 
Plate 340B. Another contemporary sculpture (59:153/321; height 35 cm.) shows 
a haloed Tirthankara seated in dhyana-mudra. Не is flanked by attendants 
standing on either side. ; 


LJ 


H.K. CHATURVEDI 


METAL SCULPTURES 


The National Museum possesses a fine collection of Jaina bronzes. Most 
of them, from western India, are quite late and stereotyped and show a 
Tirthankara seated cross-legged in dhyana-mudra on a lion-throne mounted on 
a rectangular base. The Tirthankaras are generally shaded by a triple umbrella 
crowned by a divine minstrel with an elephant on either side. In some images 
the figures are surrounded by a makara-torana supported by two standing 
attendant figures. The decorated arch is crowned by a pürma-ghata with 
festoons and has a beaded moulding on the border. The pedestal in front has 
Nava-grahas, two deer flanking the cakra and a seated devotee at either extreme. 
The images are made of brass or copper and in some cases the eyes, srivatsa- 
mark and the seat in front are inlaid with silver. They are sometimes dated. 
and bear dedicatory inscriptions. 


RsABHANATHA (70:42): Seated in dhyana-mudrà on а зтићазапа, he has his 
hair dressed upwards with the side-locks flowing on the shoulders. He has long 
ears and bears a Srivatsa-mark on the chest and is flanked by a standing 
Tirthankara and an attendant. Garland-holding Vidyadharas, elephant-riders 
and the drum-beaters to announce kaivalya of the master are shown at the top. 
The bovine-headed Yaksa Gomukha and Yaksi Cakre$vari riding on mount 
Garuda are depicted on either side of the lion-throne. A couchant bull, the. E 
cognizance of the Tirthankara, is shown in the front. The typical haloes | A 
behind the heads, the schematic folds in the lower garments of the a | 
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the eleventh century. The pedestal! of the image bears a dedicatory inscription 
dated samvat 1114. Plate 341. 


АЛТАМАТНА (48:4/19): He is seated in meditation on a cushioned lion- 
throne mounted on a terraced pedestal and with a rayed halo behind the head. 
He is shaded by a triple umbrella with an elephant on its either side. The deity is 
flanked by two seated and two standing Tirthankaras and an attendant on either 
side. Yaksa Mahayaksa and Yaksi Ajitabala are shown on the pedestal, and an 
elephant, the emblem of the deity, is depicted on the front. The nine planets and 
two devotees are also shown. The figures are surrounded by a makara-torana 
having a beaded border and crowned by a pürna-ghata. The inscription on the 
back of the image is dated samvat 1471. 


ЗАМВНАУАМАТНА (48:4/26): А caubisi has Sambhavanatha seated in the 
centre with figures of two standing and twenty-one dhyàni-Tirthankaras all 
around. Trimukha and Duritari-devi, the attendant Yaksa and Yaksi, are 
shown on either side of the pedestal. A horse, the emblem of Sambhavanatha, 
is depicted between the lions. The back support has a rampant lion on either 
side and is surrounded by a trefoil makara-torana. “The inscription, dated 
samvat 1507, on the back of the image mentions the names of its donors along 
with their preceptors. 


ABHINANDANA (48:4/58): Seated cross-legged on a cushioned lion-throne, 
mounted on a rectangular pedestal, the Jina has his eyes, srivatsa-mark and seat 
in front inlaid with silver and copper. He has a rayed halo around the head. 
He is shaded by a triple umbrella, crowned by a divine minstrel, with an 
elephant on either side. He is flanked by two seated and two standing 
Tirthankaras and Gandharvas. The simhasana, also supported by two elephants, 
shows a monkey, the cognizance of Abhinandana, on an inlaid panel. The 
simhasana is flanked by the Yaksa ISvara and his consort Кай. On the 
pedestal in front are shown the Nava-grahas, two deer flanking the cakra, a 
standing devotee with hands joined in adoration at either extreme, and a 
seated female figure enclosed in a niche, besides four cut-out arches. The 
figures are surrounded by a makara-torana supported by two standing cauri- 
bearers. The arch is crowned by a pürna-ghata with festoons and has а 
beaded border and cut-out floral and petal decoration. The inscription engraved 
on the back of the image is dated samvat 1610. 


SUMATINATHA (48:4/44): The Jina, seated in dhydna-mudrd, has his eyes, 
srivatsa-mark, breast-nipples and seat in front are inlaid with silver and copper. 
He has a rayed halo behind his head. Не is flanked by two seated and two 
standing Tirthankaras. On either side of the sirmhasana are seated attendants 
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Yaksa Tumburu and Yaksi Mahakali. Between the lions is shown his cognizance, 
a goose. ‘The pedestal in front has four cut-out arches, Nava-grahas, the deer 
flanking the cakra and a seated devotee at either extreme. The ficure is 
surrounded by а makara-torana supported by two standing figures. The back 
of the image bears an inscription dated samvat 1532. 


PADMAPRABHA (48:4/18): Seated on a cushioned lion-throne, mounted on 
a pedestal having a triangular design in front, the Jina has his eyes and Srivatsa- 
mark inlaid with silver. He has a rayed halo behind the head. He is shaded by a 
triple umbrella flanked by elephants and celestial beings. Kusuma and Syama, 
the attendant spirits, are shown on the pedestal. А (red) lotus, the cognizance 
of the Jina, is depicted between the lions. The back bears an inscription of 
samvat 1423. ° 


SUPARSVANATHA (60:836): Seated cross-legged on a cushioned pedestal EL 
with hands placed in the lap in аћудпа-тиата, he is shaded by a canopy of 2 
nine serpent-hoods. Тһе features are rubbed off. Тһе pedestal-inscription is 
of Bhava-samvatsara 1256. 


9 CANDRAPRABHA (48:4/55): The Jina is seated in dhyana-mudra on a lion- 
throne, mounted on a pedestal, having four cut-out arches in front. The details 
are rubbed out. The $rivatsa-mark and the seat in front are inlaid with silver. A 
rayed halo is around the head. He is flanked by two seated and two standing 
Tirthankaras. The lion-throne is flanked by Yaksa Vijaya and Yaksi Bhrkuti. 
In front of the pedestal is marked a crescent-moon, the Jina’s cognizance. 
Nava-grahas and devotees are also depicted as in other images of this period. | 
An elaborate makara-torana surrounds the figures. The inscription incised on | 1 
the back of the image is of samyat 1612. | 


SITALANATHA (48:4/46): The Jina is seated in dhydna-mudra on а Поп- топе. 
His eyes, srivatsa-mark and the seat in front are inlaid with silver and copper. 
He has а rayed halo around the head. Between the lions is depicted the srivatsa, 
which is his cognizance. The эйййазапа is flanked by Yaksa Brahma and 
Yaksi Абока. On the pedestal are depicted the Nava-grahas, two deer flanking 
the cakra and a seated devotee at either extreme. The makara-torana arch is 
crowned with a pürna-ghata with festoons and has a beaded moulding on the 
border. The inscription on the back of the image is dated samvat 1542. 


VIMALANATHA (48:4/25): Seated on a lion-throne under a four-tiered 
umbrella surmounted by a divine minstrel and flanked by a pair of elephants, 
he has eyes, the Srivatsa-mark, the seat in front, etc., are inlaid with silver. 
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the Tirthankaras stand on his either side in kdyotsarga-pose. А boar, the 
emblem of the Jina, the Nava-grahas and a cakra flanked by two deer are 
depicted in the front. The inscription on its back records that it was installed 
in samvat 1502. 


with an elephant on either side on a lion-throne, the eyes, srivatsa-mark, etc., of 
the Jina are inlaid with silver and copper. А rayed halo is around the head. 
Yaksa Patala and Yaksi Anantamati flank the simhasana. Nava-grahas, etc., are 
depicted on the pedestal in front. A makara-torana surrounds the figure. The 
inscription on the back of the image gives the name of the image, its donor 
and date as 1507. 


| ANANTANATHA (48:4/52): Seated in дћудпа-тиадга under a triple umbrella 


DHARMANATHA (48:4/50): The Jina is seated in meditation on a lion-throne 
with eyes, srivatsa-mark, etc., inlaid with silver and copper. He has a rayed halo 
around the head. He is flanked by two Tirthankaras in dhyana-mudra and two 
in kayotsarga-pose. Between the lions on an inlaid panel is depicted the vajra 
(thunderbolt), his emblem. The Yaksa and Yaksi shown as serving him are 
Kinnara and Капдагра. Мауа-ргаһаѕ and two deer with a cakra, etc., are 
depicted in the front. The other features are similar to those as shown in 
other figures. The inscription on the image is of samvat 1572. 


db o T 


SANTINATHA (48:4/40): Seated in dhydna-mudrd on a lion-throne, the Jina 
has his eyes, $rivatsa-mark, etc., inlaid with silver and copper. On either side, in 
a rectangular niche is a seated Tirthankara, below which is another standing 
one. The simhasana is flanked by seated Yaksa and Yaksi figures while the 
Nava-grahas and two deer flanking the cakra are depicted in front. Between 
the lions in front of the throne is a deer, the Jina’s emblem. The inscription 
at the back of the image is dated samvat 1524. 


KUNTHUNATHA (48:4/24): The Jina is seated in dhyana-mudra on a lion- 
throne mounted on a pedestal under a triple umbrella which is flanked by two 
elephants. His eyes, the srivatsa-mark and the seat in front are inlaid with 
Silver. Another Tirthankara with an attendant stands on his either side. А 
oat, his emblem, is shown in the front. The throne has the figures of a Yaksa 

le Gandharva and Bala. "The frame has a beaded border and triangular 
m. The back bears a dated inscription of samvat 1507. 


ALLINATHA (47:109/170) : Seated cross-legged in dhyana-mudrà on a lion- 
р] ce on a terraced pedestal, the Jina has elongated ears and an usnisa 
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National Museum : Tirthankara Parsvanatha (Rajasthan) 
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B. National Muscum : Tirthanhkere Nen inà'ha 
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A. National Museum: Tlirthankara Рагбуапа:ћа 
(Uttar Pradesh) 
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B. National Museum : a Tirthaükara 
(the Deccan) 


A. National Museum : parents of 


| 
Tirthankara (West Bengal) | 
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A. National Museum : Tirthañkara 
Paršvanatha (south India) 


B. National Museum : Tirthañkara 
Suprašvanatha (south India) 
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National Museum: metal Tirthankara Rsabhanatha (Madhya Pradesh) 
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A. National Museum : a metal Tirthañkara 
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B. National Museum : a metal 
caumukha (Rajasthan) 
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B. National Museum : a metal 
Ambika (east India) 


A. National Museum : a metal 
CakreSvari (Uttar Pradesh) 
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National Museum : metal Ambika (Akota) 
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National Museum : metal pajicaetirthika (west India) 
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conch. On either side of his head is a Tirthankara in a rectangular niche 
seated in dhyána-mudrà, beyond which is another niche containing Gandharvas. 
Below these are two Tirthankaras in kdyotsarga-pose and two attendant figures 
at extreme ends. On either side of the simhasana are Kubera and Dharana- 
priya, the Yaksa couple attending on him. Nava-grahas, etc., are shown as 


usual. The inscription at the back is dated samyat 1531 (Vikrama) and затуа! 
1427 (Saka). 


MUNISUVRATA (48:4/27): Seated in meditation on a lion-throne, he is 
shaded by a triple umbrella flanked by two elephants and two seated Jinas. On 
his either side stands a Tirthankara in Kayotsarga-pose. The Yaksa couple 
attending on him are Varuna and Naradatta. His emblem, a tortoise, is badly 
mutilated. The back of the image bears an inscription of sarivat 1509. 


NEMINATHA (48:4/36): This is a rubbed figure, seated in meditation on a 
lion-throne under a triple umbrella. He has a rayed halo behind his head. On his 
either side is а seated Tirthankara enclosed in a rectangular niche and another 
standing one. The sirmháüsana is flanked by Yaksa Gomedha and Yaksi 
Ambika. His emblem isa conch-shell. Other features are the same as in 
other figures. А dated inscription of samvat 1518 is engraved at the back of 
the image. 


PARSVANATHA (48:4/20): The Jina is shown seated cross-legged in dhyana- 
mudra on a lion-throne under the canopy of a seven-hooded serpent. His hair is 
arranged in small schematic curls and he wears a necklet and armlets. The eyes, 
$rivatsa-mark and the seat in front are inlaid with silver and copper. He is flanked 
by two seated and two standing Tirthankaras. Over the snake-hoods and on the 
base in front is an elephant on his either side. The simhasana is flanked by Yaksa 
Dharanendra and Yaksi Радтауан and the Nava-grahas are depicted in the 
front. His emblem is a snake. The back bears an inscription of затуа! 1487. 


MAHAVIRA (48:4/17): Seated cross-legged in dhyana-mudra on a lion- 
throne under a triple umbrella with elephants and Gandharvas on either side, 
the Jina has his eyes, srivatsa-mark and the seat in front are inlaid with silver and 
copper. Two cauri-bearers stand on either side and the throne is flanked by 
Matanga and Siddhayika, the Yaksa and Yaksi. His cognizance is а lion. The 
inscription on the back of the image is of sarhvat 1392. 


along the sides. His hair is s nicely arranged into spiral curls over. 
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The Srivatsa-cihna is absent. On stylistic basis it can be assigned to the tenth 
century. Plate 342A. 


CAUMUKHIS (63:1187) : One of them is small in size, with the miniature 
figures of Tirthankaras seated in аћудпа-тиага on al the four sides. The upper 
part is decorated with a caitya-window with a kalasa at the top. It is small- 
sized and belongs to circa tenth century. Plate 342B. Another caumukhi 
(47-109/207) has four Tirthankaras seated between two pilasters in four niches 
ofa common pavilion, facing the four directions. It is square on plan and has 
а terraced base and a Sikhara, the latter being crowned by a kalasa or finial. It 
is damaged at places and is hollow inside. 


CAKRESVARI (67:152): Seated in Jalitdsana on a lotus-seat mounted on a 
rectangular pedestal, she is eight-armed and carries discs in her six hands. 
Her front right hand is in gift-bestowing attitude and the corresponding left 
carries a citron. She wears a high crown, circular ear-rings anda garland. 
The back-frame showing the figure of Adinatha in meditation is crowned by a 
triple umbrella. Garuda, the vahana of the Devi, is depicted in front. The facial 
features of the figure have been rubbed off. The image is a fine specimen of 
the Pratihara art of the tenth century. Plate 343A. 


'TWO-ARMED AMBIKA (68:190) : She sits at ease on a couchant Поп carry- 
ing a branch of a mango-tree (damaged at top) in her right hand and holding 
her child with the left. Her other son stands on her proper left. The back-frame 
is supported by gaja-vydlas depicted on either side of the goddess. А 
lotus-halo behind her head has flames emanating on all sides. А miniature 
figure of Neminatha in ardha-padmásana is shown at the top of the image. The 
image is a west-Indian product of the ninth century. Plate 344. 


FOUR-ARMED AMBIKA (48:4 11): Seated in [ашазапа on а couchant lion, 
mounted on a rectangular pedestal, she holds in her upper hands, a cluster of 
mangoes, in the front right a fruit and in the front left the child resting on the 
thigh. Another child stands to her proper right. She wears a karanda-mukuta, 
ear-rings, a necklace, bracelets, anklets and the lower garment. Around the 
head is a semicircular lotus-patterned halo. The back support is crowned by a 
purna-ghata and also has a seated figure of Neminatha enclosed in a rectangular 
niche above the head of Ambika. The typical crown, the broad face with 
prominent chin and the modelling of the figure suggest the hand of a Paramara 
artist. The image bears an inscription dated samvat 1203. 


A GILT AMBIKA (49:12/3): Standing gracefully under a fruit-laden mango- 
tree on lotus-pedestal mounted on a decorated rectangular base, she holdsa 
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bunch of mangoes in the right hand while the left supports a child in her lap. 
Another naked child (hands damaged) stands on her left. She wears circular 
rings, a necklace, numerous bangles and a sari and the anklets. Her mount, a 
lion, is depicted on her left. The elegant modelling of the figure suggests a 
tenth-century date and Pàla workmanship. Plate 343B. 


PADMAVATI (48:4/273): Seated cross-legged on a lotus-seat with а rectan- 
gular pedestal projecting in front, she is shaded by a canopy of a three-hooded 
serpent, on which is seated Рагзуапа а in meditation. In her upper right hand 
she holds a fruit, the lower right is in varada, in the upper left is a lotus and in 
the lower left a water-vessel. А scarf is worn around her shoulder and she 
wears the usual jewellery. А damaged cock, her cognizance, is depicted to the 
proper left. The trefoil arch on top, supported on two columns, has a beaded 
border and is surmounted by a kalasa. The image, fashioned in western India, 
appears to belong to circa seventeenth century. 


PADMAVATI (47:109/124): Seated in /lalitasana on a circular pedestal, 
mounted on a square base, the four-armed Devi holds a goad in her rear right 
hand, and the front right is in gift-bestowing attitude; the rear left hand (now 
lost) held a noose and the front left carries a pomegranate-like fruit. She is 
shaded by a canopy of five-hooded cobra. A seated figure of a Tirthankara is 
shown above her head. The image is assigned to circa eighteenth century, but 
the provenance is unknown. 


А PARIKARA (67-103): This is the back-frame for a Tirthankara image, the 
main figure of which is missing. In the centre, it has a big rayed halo composed 
of lotus-leaves and other ornamental designs. On its either side is a crocodile- 
face from which emanate beautiful scrolls of lotuses. Above these, a pair of 
Vidyàdharas, bull-faced flying figures and elephant-riders, bringing garlands and 
offerings, and moving towards the deity, have been most remarkably illustrated. 
The umbrella in the centre has flying celestials on either side and at the top. 
Two of them are playing on bugles and the one in the centre at the top is blow- 
ing a conch to announce the kaivalya of the Tirthankara. The elegant model- 
ling of the figures wearing typical karanda-mukutas and showing prominent 
facial features and the lotus-designs carved in the lower half of the parikara 
remind us of two contemporary images of Jaina Sarasvati from Pallu, Bikaner 
(above, pp. 257 and 556). Stylistically it is a great masterpiece of the Cahamana 
art of the twelfth century. Plate 345. 


PANCAVIMSATI-PATTA OF PARSVANATHA (63°73): Par$vanatha stands in 

k&yotsarga with two other Jinas on either side. The torana over the figures is 
565 

CC-0. Gurukul Kangri University Haridwar Collection. Digitized by S3 Foundation USA 


* ` Е E 
— “<i rim ES, 


w 
p 


— ЛОВЫ, z 


ART-OBJECTS IN MUSEUMS [PART X 


reminiscent of the gateways of the late medieval west-Indian temples. The back 
bears an inscription of sarvat 1500 (A.D. 1443). Plate 346. 


B.N. SHARMA 
S.P. TIWARI 


PRINCE OF WALES MUSEUM, BOMBAY 


TRI-TIRTHAKA OF JINA (113; height 89 cm.; stone, Ankai-Tankai, District 
Nasik). Under a three-tiered parasol the nimbate Digambara Jina stands in 
kayotsarga flanked by a Jina on either side. All the three have hair-locks falling 
on their shoulders. The тиа-пауака is also flanked by а cauri-bearer on either 
side and what seems to be a donor-couple squatting at his feet. On the top of 
the parikara are Tepresented the prātihāryas, while a row of musicians is 
depicted along the top edge. The leaf-pattern behind the nimbus may represent 
their bodhi-vrksas. It may be observed here that the hair-locks falling on 
shoulders, which generally helps in identifying Rsabhanatha, appear as a cliche 
in the Ankai sculptures, for even Par$vanatha has been depicted with hair-locks 
falling on the shoulder. Circa ninth-tenth century. Plate 347A. 


PANCA-TIRTHIKA OF JINA (114; height 88:5 cm.; stone; Ankai-Tankai). 
The Digambara Jina standing in kdyotsarga is flanked on either side by a 
seated Jina in a niche at the top and a standing Jina in káyotsarga below. The 
müla-nàyaka is flanked on either side by cauri-bearers. The stele, however, is 
more elaborate with architectural pilasters supporting the attendant Jinas and 
the miniature shrines above. The gaja-vydla motif appears on either side. 
Inscription on the pedestal. Plate 347B. 


YAKSA DHARANENDRA (119; size 43:5 х76 ст.; grey stone; Karnataka 
region). The four-handed Yaksa is seated in [ашабапа on a cushion, with right 
leg pendent. Highly ornamented with a big tapering crown, the figure holds a 
lotus, a mace (?) and a pasa in three of his four hands, and his original left 
hand is in varada-mudrd. Не is seated against an elaborate prabhavali decorated 
with a floral scroll with a crest of kirttimukha. Though the placement of 
emblems in his hands does not corroborate any iconographic requirement, the 
three-hooded serpent-canopy over his crown helps in identifying this figure as 
that of Dharanendra. The ornate carving of the figure reflects influences of 
the Hoysala style. Circa twelfth century. Plate 348. 


YAKSI PADMAVATI (121; size: 48x78 ста. ; grey stone; probably Karnataka). 
A companion figure of Yaksa Dharanendra, the Yaksi holds her emblems 
identically with those held by the Yaksa except that her left hand is broken at 
the wrist. Her crown is surmounted by a single-hooded cobra. 
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Prince of Wales Museum: Yaksa Dharanendra (Karnataka) 


PLATE 348 


CC-0. Gurukul Kangri University Haridwar Collection. Digitized by S3 Foundation USA 


[PART X 


MUSEUMS IN INDIA 


CHAPTER 38] 


та 


av 


А. Prince of Wales Museum : Mah 


(Karnataka) 


B. Prince of Wales Museum : eka- 


tirthika of Mahavira (Virwah) 


PLATE 349 


CC-0. Gurukul Kangri University Haridwar Collection. Digitized by S3 Foundation USA 


ART-OBJECTS IN MUSEUMS [PART X 


A. Prince of Wales Museum : cauri- 
bearer (Rajasthan) 


B. Prince of Wales Museum : bronze 
Tirthankara (Vala) 
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MAHAViRA (116; size 43x116 cm.; schist; Karnataka). The Digambara | 
Jina, recognizable by his cognizance, the lion, on the pedestal, stands in | 
kayotsarga, on a lotus resting on a tri-ratha pedestal. He is flanked by Yaksa | 
holding a citron in his left hand and the Yaksi holding a pustaka in her left | 
: : : NG | 
hand. The $rivatsa-mark is absent. The stele is an architectural composition f 
of two pilasters each supporting a makara (?) on which is seated an unidentifi- | 
able deity. The oval ргабйа has а scroll-pattern with а kirttimukha crest. A | 
peculiar feature, noticeable in the Karnataka sculptures, is the three-tiered | 
chatra over Mahavira’s head. Plate 349A. | 
EKA-TIRTHIKA OF MAHAVIRA (117; marble; size 51x143:5 cm.; Virwah, 
Thar and Parkar District, Sind). The Jina stands in kayotsarga on a panca-ratha 
pedestal. He wears an undergarment indicated by a broad waist band fastened by 
a kirttimukha-clasp while a stylized zigzag pattern between his legs indicates an 
end of the dhoti. On his chest is the Srivatsa-mark, while the nipples of his 
breast are marked by a dotted circle (suggesting flower?). He is flanked by a 
cauri-bearer on either side, while the donor-couple is seated in anjali-mudra at 
his feet. His parikara is ornately carved representing four seated and one 
standing Vidyà-devis on the vertical column on either side. On the chatra 
around are represented the pratiharyas. On the upper edge of the parikara are 
represented the musicians. Inscription dated samvat 1139 (A.D. 1080). 
Plate 349B. 


CAURI-BEARER (118; height 87 cm.; marble; Rajasthan). Evidently a part 
of a Jina's parikara, the figure stands in tri-bhanga holding the flywhisk in his 
right hand and the left hand in katyavalambita posture. The figure is richly 
decorated with an ornamented kirita-mukuta, pearl necklaces, hara, kundalas, 
bracelets, armlets and anklets. He wears a dhofi fastened to the waist with rope- 
band and pearl strings and also wears a paryastika across his thighs. Circa 
twelfth century. Plate 350A. 


Donor (?) (127; size 38x55:5 cm.; marble; Rajasthan). The bearded 
male figure with sharp features is Scit in lalitasana on a cauki with right leg 
pendent. His hair is combed back and tied in a bun seen on his left shoulder, 
while his nimbus comprises an elaborate lotus. He is clad in a айой anda | foe 
scarf passes over his arms with its ends hanging down. In his two hands he 
holds stylized lotuses. The pilasters on the stele support two miniature hrine 
enshrining a Yaksa and a Yaksi; above it is a trefoil torana with a | 
Jina at the crest. The inscription, dated затуа! 1242 Mer BEST 1 
mentions that the image was got made by one Saktikt 
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РАВЗУАМАТНА (32; height 21:5 cm.; bronze). The nude Jina stands in 
kayotsarga with the right forearm missing. Behind his head is a five-hooded 
snake, his /arichana, whose recoiled body is visible between his two legs. The 
features are very archaic. His broad shoulders, the modelling of the torso and 
the elongated legs compare with Kushan features visible in some of the early 
bronzes from the Chausa hoard, now in the Patna Museum. The broken tenon 
below the feet indicates that it must have been mounted on a pedestal which is 
now missing. Circa second century A.D. Above, plate 37. 


JINA (122; height 22 cm.; bronze; Vala, Gujarat) The Jina wearing a 
lower garment stands in kaáyotsarga on a circular beaded pedestal with a square 
base. His face 15 oval with long perforated ear-lobes; his hair is done in 
schematic curls with ап usnisa at the top. The Srivatsa is conspicuously absent. 
A lug at the back of the image and a broken tenon on the back side of the 
pedestal must have been for a chatra, now missing. The features and the 
modelling of the torso, as also the pattern of the dhoti, suggest its proximity 
to the Gupta tradition visible in the cave-sculptures of the Deccan. The back 
is plain and unmodelled. Circa sixth century. Plate 350B. 


JINA (34; height 18 cm.; bronze; Vala). The Jina stands in káyotsarga on 
a square pedestal. He wears only a dhoti modelled on the front side while the 
back is plain. The head seems disproportionately bigger than the torso. The 
oval halo behind the Jina supports a plain circular nimbus and is cast along 
with the image. Circa sixth century. | 


CATURVIMSATI-PATTA ОЕ RSABHANATHA (42; size 34x58:5 cm.; bronze; 
Chahardi (Chopda), District East Khandesh). On adouble lotus supported by a 
tri-ratha pedestal stands the тиа-пауака in kayotsarga attitude. He is clad in 
a plain аћоп tied at the waist by a girdle with looped knot. His shoulders are 
rather flat but broad in contrast to his rounded waist and bulging hips. The 
face is broad, the features well-modelled. His hair is done in schematic cur!s 
with tapering usnisa and curled locks falling on the shoulders have led scholars 
to identify him as Rsabhanátha. His eyes are inlaid in silver and the Srivatsa- 
mark on his chest is inlaid in gold. His pedestal is supported by two lions 
facing in opposite direction; in the centre is the wheel flanked by a deer on 


[I For the view of U.P. Shah on the date and provenance of the bronze, see above рр. 87-88. 
The present writers, however, observe : ‘It is necessary to re-assess the dating of the bronze on 
the basis of the evidence provided by the Jaina bronzes of the Kushan period from the Chausa 
hoard. The broad shoulders and elongated limbs of our bronze have a closer affinity to those of 


the Chausa images.’—Editor.] d 
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either side. At the base of the tri-tirthi are represented half-bodied Nava- 
grahas. It is his parikara, however, which is worth noting. On his either side 
are three seated nimbate Jinas arranged vertically that the rest are represented 
in four horizontal rows. In the topmost row in the centre is depicted Par$va- 
natha seated in a niche. On either side of the vertical row of Jinas is a flywhisk- 
bearer standing on a floral pedestal emanating from the tri-ratha pedestal. On 
a lower level, on lotuses emanating from the pedestal, is seated in Jalitasana to 
his right his Yaksa holding a citron in his right hand and a mongoose in his left, 
while on his left is seated the Yaksi holding a mango-branch in her right hand 
and supporting a child in her left Jap. At the farthest ends are gaja-vyalas and 
along the upper edge of the parikara is a row of musicians. At the crest is а 
three-tiered chatra done in the Karnataka style. There is an inscription on the 
back of the pedestal. Circa ninth century. This image stylistically belongs to 
the Rastrakiita tradition. Plate 351. 


BAHUBALI (105; size 17x51 cm.; bronze; Sravanabelgola). The nude figure 
of Bahubali stands in kayotsarga on a round base apparently detached from a 
bigger pedestal. His shoulders are rather broad but the torso and the limbs 
are naturalistically modelled. His face is oval with full cheeks, prominent nose, 
and well-marked lips aud the eyebrows are slightly raised. The ears are long and 
perforated. His hair is combed backward in thick incised pattern and thickly 
curled hair locks can be seen prominently over his shoulders. A meandering 
creeper in high incised relief entwines his legs and arms.  Eighth-ninth century. 
Plate 352. 


YAKSI (65:2; height 22:5 cm.; bronze; Karnataka). The bare-breasted 
female figure clad only in a lower garment stands with flexed body on a square 
pedestal, holding a cámara in her right hand and resting her left hand on a 
column of what appears to be ten kalagas ( 2) or sacred-water jars. Her features 
are archaically modelled with a flat nose, thick lips and thick eyebrows. Нег 
coiffure is elaborate. Her lower garment is indicated by an end of the garment 
done in high relief on her left thigh and chord-like girdles around her waist. 
She wears armlets and anklets. Plate 353A. 


UNIDENTIFIED JINA (67-7; height 15 cm.; brass; west-Indian school, Akota 
style). The Jina is seated in dhyana-mudrà on a cushion resting on a simhasana. 


The figure, though defaced, shows an oval face, long perforated ear-lobes and | 
and a prominent usnisa. The neck is kambi-griva. Не is flanked by nimbate = 


Yaksa and Yaksi, the Yaksa в а mongoose and а citron and "ee Ү 


569 


+“ را - 


ae 


Im 
28 
| t 
| = 


ART-OBJECTS IN MUSEUMS [PART X 


either side appears prominently on the pedestal. The srivatsa-mark on the chest 
and the Nava-graha on the pedestal are absent. Dated samvat 994 (A.D. 887). 


RSABHANATHA (67:6; size 23:3 cm.; brass; west-Indian school, Akota 
style). The Jina is seated in dhyana-mudra on a cushion resting on a carpeted 
simhasana. Partially defaced, the eyes are inlaid in silver, long perforated ear- 
lobes and prominent usnisa. Srivatsa-mark on the chest. While the Yaksa and 
Yaksi figures are as in the previous image, the parikara needs special mention. 
The camara-dharas flanking the Jina and the ganadharas flanking the nimbus 
owe their origin to the Deccan-Karnataka tradition. Late ninth or early tenth 
century. Plate 353B. 


TRI-TIRTHIKA OF PARSVANATHA (67:12; height 15:5 cm.; brass; west-Indian 
school, probably from Vasantagarh). The Jina is seated in dhyana-mudrá on a 
vi$va-padma done in openwork lotus-scroll. The face is squarish, the elongated 
ears touch the shoulders and the usnisa is prominent. Не is flanked on his 
right by Rsabhanatha and on his left is Mahavira, both standing in kdyotsarga 
against oval ргабћа. The other figures of the parikara are those of Yaksa 
Dharanendra and Yaksi Padmavati. On the pedestal is the wheel flanked by a 
deer on either side. Circa 1050. Plate 354A. 


CAITYA-GRHA (57:14; size 20x12x33 cm.; brass; Gujarat). It is a rectan- 
gular shrine with а base, walls and Sikhara surmounted by a kalasa. In the 
niche in the centre of the base is a Yaksi, while a donor figure appears at each 
end. Мауа-ргаһаѕ are depicted on the base. The prakara has two doors, 
while on the dome is enshrined Sarasvati flanked by an elephant on either 
side. Such portable shrines have been a common feature of household-worship 
meant to enshrine the kula-deva of the family. Circa seventeenth century. 


Plate 354B. 


MOTI CHANDRA 
SADASHIV GORAKSHAKAR 


MUSEUMS IN RAJASTHAN 


JAINA TRUST, SIROHI 


The earliest hoard of Jaina bronzes in Rajasthan, now with the Jaina 
Trust, Sirohi, comes from Vasantagarh near Pindwada, Sirohi District. It has 
yielded two big free-standing Tirthankara images in kdyotsarga-pose. One 
represents Adinatha with traces of hair-locks falling on the shoulders. It is 
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Bikaner Museum: bronze Tirthankara Par$vanàtha (Amarsar) 
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B. Bharatpur Museum: 
sarvatobhadra 


А. Jodhpur Museum : Jivantasvàmin 
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A. Bharatpur Museum : Tirthankara 
Neminatha 


B. Jaipur Museum : Tirthankara 
Munisuvrata (Narhad) 
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about 1:06 m. in height. The otherimage bears an inscription of Vikrama- 
samvat 744 on the pedestal, which records that ‘it was cast by Sivanaga . . . for 
the spiritual benefit of acquiring right knowledge, right action and right faith." A 
The Vasantgarh group also contains some other bronzes, noteworthy among ^d 
which is one of Sarasvati who holds a lotus-stalk in her right hand and a | 
manuscript in the left. Нег crown is elaborate, with a sun-disc atop and | 
makara-head on either side. The halo, in the form of a dotted rim, reminds us 
of similar haloes from northern and western India. The hoard also contains 
some Jaina bronzes of the eighth-ninth centuries. 


BIKANER MUSEUM у | 


There are a dozen bronzes from Amarsar, now preserved in the Bikaner 
Museum. This group includes a cauri-bearer, which, from the artistic point of | 
view, is highly attractive. А sitting Par$vanatha is illustrated here (plate 355). x 
The collection also includes one of the two famous marble Sarasvatis, dis- 
covered at Pallu in Bikaner District, a superb specimen of Cahamana art 
(above, plates 154 and 337). 


AHAR MUSEUM, UDAIPUR 


Ahar (Aghatapura, near Udaipur) seems to have been a centre of Jaina art 
during the early medieval period. An early medieval Jaina bronze was 
unearthed about thirty years ago. Now preserved at the Museum at Ahar, it is 
more than life-size in height and shows a seated Tirthankara in a meditative 
pose (plate 356A). 


PRATAP MUSEUM, UDAIPUR 


The Pratap Museum has in its collection a fifth-sixth century headless 
statue of Ambika carved out of local greenish-blue schist (pareva). Its findspot 
is Jagat (District Udaipur). The goddess carries a bunch of mango-twigsinthe — 
right hand and holds a baby on her lap with the left. There is, however, no 
Jaina emblem as such on the image. This collection has also a rare statue of š 
Jaina Kubera (plate 356B). Datable to the eighth-ninth century, it is pe ed. 
out of greenish blue schist. Its findspot is Bansi in Chitor District. 
deity holds a citron in the right hand and a money-bag (nakulaka) i ii 
A. couchant elephant is shown below. Above the curly пав ef Ku 


similar figure still above. 
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JODHPUR MUSEUM 


A very fine specimen of Jivantasvamin image (plate 357A), datable to 
tenth-eleventh century, is on display in the Jodhpur Museum. И comes from 
Khimvsar, Nagaur District. The sculpture is well-preserved and the execution 
is superb. The museum has also a twelfth-century image of Jaina Mahisa- 
mardini. The white-marble image of the Devi is mentioned as that of Saccika 
in the inscription (Vikrama year 1237) on its pedestal, which also records that 
it was installed by the chief of the Jaina nuns. It is interesting to note that 
according to the Upakesa-gaccha-pattàávalr, the Jaina Acarya Ratnaprabha-Süri 
converted Mahisamardini to the Jaina pantheon under the name of Saccikà, 
who is none else but Застуа- Мага still worshipped in a contemporary temple at 
Osia. [Cf. above, p. 252.—Editor.] 


BHARATPUR MUSEUM 


An image of sarvatobhadra Adinatha, preserved in this Museum, is impor- 
tant from the iconographic point of view. The standing nude Tirthankara 
(plate 357B) is to be seen on all the four sides, in strict accordance with the 
Jaina tradition of samavasarana. Не has matted locks on the head. The col- 
lection includes also an image of Neminatha, with a conch-mark on the pedestal 
(plate 358A). 


DUNGARPUR ART-GALLERY 


Among the exhibits in this Gallery is an early medieval (seventh-eighth 
century) statue of seated Adinatha, carved out of local párevá stone. 


AJMER MUSEUM 


An important exhibit in this collection is a colossal bust of Adinatha, 
datable to the sixth-seventh century. Its findspot is Shergarh (Dholpur, Bharat- 
pur District). The hair-locks falling on the head, curls surmounted by matted 
locks, oval halo at the back, etc., show the skill of the artist in executing the 
шш А headless image in the Museum, appearing to be of the early medieval 
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STATE MUSEUM, HYDERABAD 


Some eleven bronzes from Bapatla, Ongole District, are now preserved in 
this Museum. The bronzes belong to the ninth century. The important pieces 
are the following: 


A Vardhamana is seated in meditation between a Yaksa and a Yaksi, 
while cauri-bearers are carved above. Не has a prabhà surmounted by a triple 
parasol. The inscription on the image, written in Kannada script, dates to the 
ninth century. In another piece, Neminatha is seated on an elaborate зйййазапа 
with a prabhd behind his head. The mango-foliage is very elaborately carved. 
His Yaksi Ambikà with her child is carved just below. The triple parasol is 
above the ргабћа. There 15 another Neminatha in the group. Other pieces 
include another of Vardhamana, a Pàr$vanatha, and a Vidyá-devi. Not much of 
artistry can be seen in these images, except in that of Vidya-devi who wears а 
necklace and а thick yajfopavita. The left hand holds а lyre, while the right 
hand holds the plectrum. Her hair is arranged like a fan. Special mention 
may also be made of the image of Ambika, which is very realistically carved. 
Neminatha is represented on the trefoil arch. The mango-tree is very artisti- 
cally represented, and Ambika holds a bunch of mangoes. She wears several 
ornaments of the typical Rastraküta style. 


A good number of images in the Museum-collection come from several 
important Jaina centres. We may mention here a beautifully-carved Bahubali 
(plate 359A) coming from Patancheruvu. The image, in kayotsarga with 
creepers entwining his legs and ending in twirls at the top on either side, 
encasing Yaksis (or sisters of Gommata?), is powerful and elegant. The stems 
are held by Yaksis in one hand and the other hand is katyavalambita. The 
svastika-mark is decoratively carved as a diamond; the prabha is in the form of 
alotus. The image is dated to circa twelfth century. Another important piece 
is that of Mahavira, with twenty-three other Tirthankaras carved around him 
(plate 359B). The Kannada inscription on the image puts its date in the twelfth 
century. An Ambika image, though its head is lost, is very important. The 
goddess is seated in bhadrdsana and wears а long chain, necklace, valayas, etc. 
She holds a bunch of mangoes. Another important icon is that of Sarasvati 


(plate 360). It is endowed with a suppleness of form and flexibility of bhangas. 


She is bedecked with all sorts of ornaments. The minor icons in the comple: 
the prabhá and the Tirthankaras above are all left without polish, while 
main image is highly polished. The inscription in Devanagari script 
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1178 (twelfth century)  Patancheruvu has also yielded a caumukha with a 
Sikhara. 


An important centre of Jainism was Nizamabad. A Рагѕуапаћа image 
endowed with all the maha-purusa-laksanas comes from this place. The place 
has also yielded several other figures. 


Gulbarga was another centre. The Museum has a Parsvanatha figure in 
kayotsarga from this place. Besides the five-hooded snake-canopy the image 
includes cauri-bearers and a triple chatra. The inscription, which refers to the 
image as that of Parsvanatha (Parsvadeva), is palaeographically assignable to 
the twelfth century. 


A number of Sculptures were found at Dharmavaram which had a Jaina 
temple. The Museum has a caumukha from this place. Each of its facets is 
divided into three panels, each panel showing two Tirthankaras. The total 
number thus comes to twenty-four, thus making it a сашгуйй$ай-рана (plate 
361A). The images are cut in low relief. Traces of a much-faded inscription 
are to be found on the image. 


Some beautiful Jaina sculptures are exhibited in the premises of the office 
of the Director of Archaeology and Museums. They include a Parsvanatha, 
about 92 cm. in height, standing nude in kdyotsarga with a seven-hooded coiled 
serpent covering his head. A three-tiered chatra crowns the snake-hood. 
Twenty-three Tirthankaras in уога-тидга are represented over the frame; two 
attendants, one male and one female, bearing cauris stand at the bottom on 
either side. Two more male cauri-bearers, standing on makaras, are carved 
near the shoulders of the main figure. 


An image of Candraprabha, about 70 cm. in height, shows him seated in 
padmasana with hands in yoga-mudrà. His hair is shown in tiny ringlets; he 
has elongated ear-lobes. The moon is incised on the middle of the base. On 
the basis of an inscription in Telugu-Kannada characters the image can be 
assigned to the eleventh century. 


KHAZANA BUILDING MUSEUM, GOLCONDA 


Among the collection is an unfinished slab with two cauri-bearing atten- 
dants standing on either side at the bottom (plate 361B). Due to some 
unknown reason, the main figure in the middle was not carved. Tirthankaras 
seated in padmdsana are shown at the top of long stalks in the cusps of trefoil 
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creeper-design issuing from the mouths of makaras. Three Tirthankaras are 

shown seated in padmdsana in the middle of the makara-torana. Ап image of 

Adinatha, about 1:53 m. in height, shows him standing in kdyotsarga. Не has 

a canopy over his head raised by two elephants on either side. There is а 

prabha behind his head which is shown with elongated ear-lobes carrying 1 
makara-kundalas. The hair is shown in tiny ringlets. There is а Srivatsa- : 
symbol on the chest. Two attendants and two kneeling devotees are shown on | 
either side at the bottom. The image belongs to the twelfth century. 


A black basalt image shows Par$vanatha standing in kayotsarga with a 
seven-hooded serpent covering his head as a canopy. Two attendants carrying 
flywhisks are represented on either side at the back of the makaras. Another 
image of Parsvanatha, also in kayotsarga, 1*5 m. in height, is carved in dolerite. 
А seven-hooded snake covers his head as a canopy. The Yaksa and Yaksi are 
at the bottom on either side. A similar image of Рагзуапа а in black basalt, 
1:63 m. in height, is assignable to the twelfth century. A huge figure of 
Mahavira, seated in padmasana and with hands kept in dhyana-mudra, is carved 
on pink sandstone. At the back of the head is a plain prabhd-mandala. Its 8 
height is 1:73 m. `The image probably belongs to the tenth century. Ап image 
of Suparsvanatha, 75 cm. in height, shows him in kayotsarga. А coiled serpent 
is shown in relief at the back. Other Tirthankaras are shown on either side in 
vertical rows. The Yaksa and the Yaksi are shown at the bottom. The image 
is datable to the twelfth century. A black basalt image of Gommate$vara or 
Bahubali shows him standing in káyotsarga with a creeper coiled round his legs. 

The height is 1:73 m. Mallinatha, carved on highly-polished black basalt, is 

shown standing in kayotsarga. His two attendants are on either side. There 

is a prominent Srivatsa on his chest. He is shown with ringlets of hair, and his | 
elongated ear-lobes carry sankha-kundalas. The height of the image is 1:43 m. 
It is datable to the twelfth century. 


A colossal figure of Parsvanatha, 3:25 m. in height, standing in kayotsarga, | 
is reported to have been brought from Chilukuru, а famous Jaina basadi, about pi 
20 km. from Hyderabad. The image is carved on sandstone. The modelling | 
of the face is exquisite. Не is shown with curly hair and elongated ear-lobes. 
Over the head is a snake-hood canopy. The left arm of the image is damaged. 
Another beautifully-carved image, that of Mahavira, shows him seated in 
padmasana with his hands in dhydna-mudra. The image is carved on highly- 
polished black basalt and is about 1 m. in height. Two cauri-bearers, each 
about 75 cm., are carved separately for installation on either side of the main _ 
image. They carry fruits in the right hand and flywhisk in the left. On their = 
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heads are beautiful mukutas bedecked with precious stone and tassels. They 
also wear cakra-kund alas, 


There are, in the collection, some inscribed rectangular granite slabs with 
figures of Mahavira, Parsvanatha and other Jinas carved at the top. The 
inscriptions mention the gifts of land and garden. 


Монро ABDUL WAHEED KHAN 


SALAR JUNG MUSEUM, HYDERABAD 


In the small but interesting collection of Jaina images in the Salar Jung 
Museum, one, carved in black stone, represents five Tirthankaras, including the 
main figure of a large standing nude in centre in kdyotsarga-pose (plate 362A). 
Two Jinas sit on the top of an inscribed pedestal, on two sides of the feet of 
the central standing figure, and two on the sides of his shoulders. They are all 
carved in relief on the plain oblong stela. The central figure is cut in relief in 
| the middle of the slab and has a halo behind the head. A flywhisk appears on 
each side of the head of the central Tirthankara. Оп the top of the central 
figure is the umbrella (chatra) with its front circular side (rim) ornamented with 
festoons. The two small Tirthankaras near the legs also have umbrellas over- 
head. The sculpture dates to circa twelfth century and bears an inscription in 
Kannada on its pedestal, The sculpture is reported to have hailed from 
M Karnataka. 


са | a и 
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| |] ; The next stone sculpture is elaborately-carved sculpture (plate 362B), 
from Kupbal, Mysore State, of circa twelfth century. “The front sides and the 
tip show miniature figures of twenty-three Tirthankaras, who are seated in the 
centre of circles formed of a winding creeper. The central figure is a nude 
Par$vanatha against a coiling serpent, whose seven hoods appear over its head. 
On the front side of the pedestal is an inscription in Kannada characters, and 

. over the pedestal is a small figure of Dharanendra Yaksa on the right of the 

| Даа, of Padmavati Yaksi on the left. 


_ А metali image of standing Par$vanatha, with a nine-headed cobra holding 
y over the Jina’s head (plate 363A), seems to be earlier in age than the 
o stone sculptures. Probably it comes from Maharashtra. The stiff 
ulders, the face with thick lips and the long nose with a broad bridge 
ge around circa eighth century or somewhat later. 
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sanghapatis of Pragvata caste. The (central) image is said to represent Mahavira. 

There are two standing Tirthankaras by the sides of Mahavira, and on each 

end is a standing flywhisk-bearer. By the sides of the halo are two sitting 
Tirthankaras. The fifth Jina is represented by the central figure of Mahavira. On 

the right and left ends of the lion-throne of the Jina are shown respectively the ^ 
figures of the attendant Yaksa and Yaksi. In the centre of the lowermost end | 
of the рийа on which the lion-throne is placed is а worn-out figure. 


A caturvimsati-patta is represented in a bronze (plate 364A). The central E. 5 | 
and larger figure is seated in the centre on a cushion placed ona lion-throne. E | 
In the centre of the broad platform is а dharma-cakra flanked by two deer, E. 


below which is the figure of Santi-devi. Celestial musicians and dancers are EE | 
shown by the side of the Yaksa and Yaksi on each end of the throne. On the 0 | 
top isa mangala-kalaga. An inscription on the back says that it was installed | 

in samvat 1530 (A.D. 1473). 


A much later сашгуйй$ай-раца has the central image representing Я 
Parsvanatha, sitting under a canopy of seven hoods of a cobra (plate 3648). The 
arrangement of the Tirthankaras in various arched niches in horizontal panels, _ 
one above the other, and having а semicircular arched superstructure suggests 
a southern type of vimána. The bronze is dated to circa eighteenth century. 


D.N. VARMA 


MUSEUMS IN MADHYA PRADESH 
STATE MUSEUM, DHUBELA 


The State Museum in Dhubela Palace near Nowgong in District 
Chhatarpur has over fifty images of Jaina Tirthankaras and their Зазапа- 
devatas of the Candella and Kalacuri periods. The sculptures representing — 
the art of the Kalacuris were originally collected from various places in the ws 
former Rewa State in Baghelkhand. Most of the Candella sculpture are from | A | 
Mau, about 1 km. from the site of the Museum itself. Some were collected — 
also from the Jagatsagar tank near by. The other exhibits are from Tikemgarh, sŠ 
Mohangarh, Nowgong, Garoli and Jaso. | E 


v 


Sculptures from Mau and Nowgong 


The images acquired from Mau and the Jagatsagar tank ` 
Some of them have short records incised on the pede 
information about the donor and the date. The в 
Vikrama-sarvat 1196 (A.D. 1139) and 1220 (A.D. HE 
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TIRTHANKARAS : There are two images (11, size 51 by 47 cm., and 26, height 
1-12 m.) of Rsabhanatha in padmasana (plate 365A) and  kayotsarga respectively. 
The pedestal-inscription, dated samvat 1223 (А.р. 1141), of the seated image, says 
that it was worshipped by Alhana, probably of the Котсе-гогга, and by Rupa 
perhaps his wife. Santinatha is represented in an image (24, height 160 cm.), 
Bel where the Tirthankara stands in kdyotsarga with the Srivatsa-symbol on the 
i 21 chest (plate 365B). Тһе hands of the figure are broken. Тһе image, which 
B is said to have come from the Jagatsagar tank, has on the pedestala four-line 
inscription, dated samvat 1203, with two verses followed by а prose-portion 
which states that the image was installed by Devasvamin of the Golapirva-kula 
and his two sons Subhacandra and Udayacandra. We are further told that 
the image was regularly worshipped by Laksmidhara of the Dumbara family. 
The statue was installed in the reign of Madanavarman, who can be safely 
|| identified with the’ Candella ruler of that name. A black granite image 
Е represents Munisuvrata (42, size 28 by 56 cm.) seated in padmasana, the upper 
11 || part being damaged. The pedestal contains a three-line inscription in Sanskrit, 
|| saying that the image was installed in samvat 1119 (A.D. 1062) by one Sulhana 
of the Golapurva-kula. A grey granite image (29, size 1:15 m. by 39 cm.) having 
the Jañchana, (blue ?) lotus, on its pedestal perhaps represents Neminatha who 
is shown standing in kayotsarga with the Srivatsa-mark on the chest. Another 
||| image (7), of Neminatha, is headless and is broken into four pieces. The 
inscription on the pedestal says that the image was installed by Malhana of 
the Golaptrva-kula in samvat 1119 (A.D. 1062). The are two other images of 
Neminatha which belong to 5атуай 1196 and 1220 respectively. А headless 
seated image (8, size 77 by 64 cm.) of some unidentified Tirthankara has an 
inscription on the pedestal which mentions the Paravada-kula in which the 
donor of that image was born. The other seated or standing Tirthankara 
images from Mau (9, 10 25, 30, etc.) cannot be identified. А piece (14) is the 
broken head (53 cm.) of some huge image. 
YAKsis : The Museum has three images of Cakre$vart and one of Ambika. 
@ е of the CakreSvari images (46, height 67 cm.) is said to have been found in 
—Mau; it is, however, likely that it comes from Khajuraho. The richly- 
ented image shows the four-armed Yaksi seated in /alitasana on her 
| B In her upper hands she holds cakras while there are an aksa- 
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nage (17) of Cakre$vari shows a Sankha in her lower left hand ond 
1 her upper hands. The third image (41) is similar to the second 
! d. Ап image of Yakst Ambika (45, height 67 cm.) shows 
oddess seated under а mango-tree with her children and the 
a miniature representation of Neminātha. 
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A. State Museum, Hyderabad : (Patancheruvu) 
Gommatesvara 


B. State Museum, Hyderabad : | р 
Tirthañkara Mahavira (Patancheruvu) 
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State Museum, Hyderabad : Saresvati (Patancheruvu) 


PLATE 360 
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А. State Museum, Hyderabad : 
caturvimsati-patta (Dharmavaram) 


B. Khazana Building Museum: 
parikara an unfinished Tirthankara 


PLATE 361 
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A. Salar Jung Museum : paiica-tirthika 


of a Tirthankara 


PLATE 362 
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А. Salar Jung Museum : Tirthankara 
Parsvanatha (Maharashtra) 


B. Salar Jung Museum: bronze 
paiica-tirthika 


> PLATE 363 
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A. Salar Jung Museum : a bronze 
caturvimsati-patta 


l 
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В. Salar Jung Museum: а bronze 
caturvimSati-patta of Par$vanatha 
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A. Dhubela State Museum : 
Tirthankara Rsabhanatha (Mau) 


B. Dhubela State Museum : 
Tirthankara Santinatha (Mau) 


PLATE 365 
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A. Dhubela State Museum : 
Yaksi Cakrasvari (Khajuaho? 


ae 


B. Dhubela State Museum : 
miniature temple (Nowgong) 


PLATE 366 
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OTHER SCULPTURES : The Museum has in its collection two exam 
size 56 by 39 cm., and 2, 60 by 96 cm.) of miniature I | 
temples (plate 366B) showing seated and standing images of Jinas; 
said to have come from Nowgong. A pedestal from the same place 
the miniature figure of a four-handed goddess seated in lalitāsana, 
an elephant and а Поп on either side. The goddess has in her u 
lower right hands а lotus and an aksa-mala, while she holds a паша 
kamandalu in her left hands. 


Sculptures from Tikamgarh and Mohangarh 


There are four sculptures from Tikamgarh and Mohanparh in Tikamg: 
District in Bundelkhand. Of these, a figure (4, size 1:69 by 108 г | 
Neminatha from Mohangarh is noteworthy. It shows Neminatha seat 
padmasana in dhyána-mudrà on a high pedestal and attended by vari 
Another piece (37) is the lower part of an image of Rsabhanatha, seat 


and Cakre$vari at the extremities. 


Sculptures from Garoli and Jaso 


sandstone and the second of red sandstone. The deer-symbol 
pedestals of both. The second image bears a mason’s mark. | 


Sculptures from former Rewa State 


These images, all of standstone, represent the Kal 
provenance, however, is not known. 


atriple chatra. The fine white sandstor 
lotuses behind the head of the Ti 

on the shoulders. There isa m 
between the two lions on th > 
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Shahdol, shows the Jina as seated in padmasana in dhydna-mudrd ona high 
pedestal (plate 367B). Above him are shown twenty-one seated Tirthankaras 
in three rows and a standing Tirthankara by the side of the elephants 
on either side. On the ornamented pedestal of the image is shown a 
запкћа. Yaksa Gomedha and Yaksi Ambika with female worshippers 
stand at the extremities. The standing figure of Ambika is remarkable. She is 
standing under a mango-tree with her vahana, lion. Of the images of Pár$vanatha 
in the collection, two are seated and three are standing. One of them (41, 1:30 
m.) is seated in padmasana in dhyàna-mudrd, sheltered by а seven-hooded 
serpent. The pedestal shows seated Padmàvati attended by Nagis with folded 
hands and in devotional attitude. Another image (39, height 1:20 m.) 
represents Par$vanatha seated in padmasana; the $rivatsa-symbol is, however, 
absent in this image. The three standing images of ParSvanatha are of red 
sandstone (27, 28 and 31, heights respectively 1:29, 1:37 and 1:25 m.), while two 
images (28 and 29) show miniature representations of four seated Jinas besides 
the main image of Par$vanatha in kdyotsarga. 


SARVATOBHADRIKA : Of the sarvatobhadrikà class, one (204, height 1:20 m.) 
has on the $ikhara-portion seated Jinas (plate 368A), while on its four sides 
are shown four Tirthankaras seated in padmasana, identifiable as Rsabhanatha, 
Ajitanatha, Neminatha and Рагбуапа фа. Another sarvatobhadrika has the 
figures of Rsabhanatha, Neminatha, Parsvanatha and Mahavira. 


YAKSAS : There are five images (19-23, heights 56 to 98 cm.) representing 
Yaksa Gomedha and Хака Ambika seated in /alitasana under а mango-tree 
and having the miniature representation of a seated Tirthankara within the 
tree. One ofthese (23) has four more miniature images of standing Jinas. 
In these sculptures the goddess is always shown as holding a child in her hand. 
Yet another sculpture (18, size 74 by 68 cm.) is that of Brahma, the Yaksa of 
Sitalanatha, who is shown four-handed holding a manuscript in one hand and 
a lotus in another (plate 368B). 


BALCHANDRA JAIN 


CENTRAL ARCHAEOLOGICAL MUSEUM, GWALIOR 


The Central Archaeological Museum of Gwalior, located in the Gujari- 
"Mahal, Gwalior Fort, has in its collection some fifty Jaina images collected 
from various places in the former Gwalior State of central India. They may 
‘be broadly classified into four categories: (1) images of the Gupta period; 
(2) images assignable to the early medieval period (circa ninth and tenth 
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centuries; (3) images of the medieval period (eleventh and twelfth centuries); and 
(4) images of the late medieval period (under the Tomara rulers of Gwalior). 


Images of the Gupta period 


Out of the three Jaina images of the Gupta period, two represent B _ 
Tirthankaras standing in káyotsarga, while the third is of Ambika. The first 
image (33, height 1-96 m.), from Besnagar near Vidisha, shows an unidentified 
standing Tirthankara. His hands reach down to his knees and are supported 
by lotus-buds. The curly hair and slightly-raised usnisa are noteworthy. 
Behind the head of the Tirthankara is a circular halo with a multipetalled 
lotus in the centre and a border of small rosettes on the outer edge, 
flanked by two flying Vidyadharas bearing garlands. Near the feet of the B 
Jina are two kneeling devotees offering garlands. The heads of these devotees E 
are now broken. The image is assignable to circa fifth century on stylistic Oe 
considerations. Another image (55, height 95 cm.) is a torso of Rsabhanatha 
which was brought to the Museum from Lashkar (Gwalior). The third _ 
sculpture (49, size 33 by 42 cm.), which has been identified as a Parvati, is = 
perhaps the Jaina Yaksi Ambika, as the goddess therein is seated under a E 
mango-tree on her vehicle, lion. Her younger son Priyankara is seen seated E 
on theleft thigh, while the elder son Subhankara stands to her right. The 
image, brought from Tumain in District Guna, is assignable to the early sixth 
century. 


Tm m as a a 


Early medieval images 


Images of this period, numbering eight, were collected from Badoh | E 
(Vidisha), Terahi, Gwalior Fort and other unknown sites. А white sandstone ` 
image (132, size 54 by 44 cm.) represents an unidentified Jina seated in padmasana | P. 
in dhyana-mudra on a pedestal supported by two lions and having a if 
dharma-cakra flanked by two deer. The head of this image is broken. = 
Another image of Tirthankara (123, size 2:11 by 1:16 m.), from Gwalior F 
is shown seated in padmasana in dhyàna-mudrá on a pedestal. Behin 
head of the Tirthankara is a decorated halo. Above his head is a tr 
umbrella flanked by two elephants facing front and above the chi 
dundubhi-symbol. Below the chatra is also seen a thick garland Su 
two Vidyadharas. The main image of the Tirthankara is flanke 
of the Saudharma and I$ana heavens. The outer pattikas of the 
decorated with vydla- and makara-motifs. The ers of the nin 
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The Yaksa, seated on a cushion, holds a bag; the two-armed Yaksi is holding 
а lotus (?) in one of her hands while the other is raised in abhaya-pose. 


А sarvatobhadrika image from Gwalior Fort (114, height 84 cm.) may be 
included under this category. The sculpture shows standing Tirthankaras on 
all four sides. Two of them are Rsabhanàtha and Рагбуапа а, while the 
other two remain unidentified. 


А gigantic sculpture (79, 2 m. by 1:35 m.) from the Gadarmal temple of 
Badoh (Vidisha) shows a lady reclining on а couch with an ornamental bed-sheet 
and a pillow. A child lies besides her on a small pillow. The lady has a halo 
behind her head and is attended by four female attendants on her right and 
one behind her head. The sculpture perhaps represents the mother of a 
Tirthankara attended by the Dik-kumáàrikas, although some scholars have 
identified it as the representation of Ya$oda or Devaki and Krsna. 


An image of Ambika (98, height 72 cm.). from Terahi, shows the goddess 
seated on а lotus-seat with her vahana, lion, and holding amra-lumbi in her left 
hand. The figure of the child seated on her lap is damaged. The male figure 
to her left also holds ап amra-lumbi, while the female attendant on the right is а 
cauri-bearer. The sculpture is beautifully decorated with gaja-sardüla motifs 
and flying Vidyadharas. Yaksa-couples, generally identified as Gomedha and 
Ambika, are also represented in this collection by two sculptures (294 and 386, 
sizes 75 by 16 cm. and 40 by 47 cm.). 


Medieval images 


Most of the fifteen images of this period have been brought from 
Padhavali, District Morena, and Vidisha. 


Rsabhanatha is represented by a sculpture (128, height 1-16 m.) from 
Vidisha in which he is shown seated in padmdsana in dhyana-mudra on а 
pedestal which is now broken. Eight small figures of the Jinas on the surviving 
part of the parikara suggest that the image was a caturvim$ati-patta with 
Rsabhanatha as the miila-ndyaka. The sculpture is assignable to the twelfth 
century. An image of Ajitanatha (129, height 82 cm.), from Padhavali, shows 
the Tirthankara standing in kayotsarga on a pedestal containing his /afchana, 
elephant. The outer frame of the image is broken on the left side, while 
theright side shows three standing Tirthankaras and the vyála-motif. The 
image is datable to the twelfth century. An image of Santinatha (127, height 
2 m.) was also acquired from Padhavali. It shows him standing in kayotsarga 


582 


CC-0. Gurukul Kangri University Haridwar Collection. Digitized by S3 Foundation USA 


— -ЧЧЧЭИӨ aaa 


бо E. ru јад ну = weena = 


` Pārśvanātha from the serpent-hoods. Among the goddesses there is only one 
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on a pedestal having а deer-symbol. Four small figures of the standing Jinas || 
make the image as а pufica-tirthika. It is assignable to circa twelfth century. 


Par$vanatha is represented in three sculptures acquired from Padhavali, 
Ahmedpur (Vidisha) and Gwalior Fort respectively. The Padhavali image 
(124, height 1-40 m.) represents Parsvanatha seated in padmasana in dhyana- Я 
mudra оп а coiled serpent. He has а érivatsa-mark on his chest. Behind his I 
head is the prabha-mandala and above the head the triple umbrella flanked by | 
the elephants and the dundubhi-symbol on the chatra. The attendant Indras 
flanking the Tirthankara are shown standing on elephants. They have serpent- i 
hoods on their heads. The pedestal shows a dharma-cakra, devotees and - 
lions. The image acquired from Ahmedpur (119, height 1:45 m.) shows 1 
Par$vanàtha standing in kdyotsorga under a serpent-canopy. The third image | | 
of Paršvanatha (130, height 78 cm), from Gwalior Fort, is inscribed and can t | 
be attributed to eleventh-twelfth century. The small figures of the Jinas in | | 
the parikara suggest that the image was meant to bea caturvimsati image. A | || 
small figure of Ksetrapala with his удћапа, dog, is also seen on the pedestal. 
The other three image (115, 121 and 122) of seated Tirthankaras cannot be 
identified in the absence of the respective /archanas. Of these, the first one is 
from Gwalior Fort, while the other two are from Padhavali. 


There are two sarvatobhadrikà images of this period. The sarvatobhadrika 
from Vidisha (131, height 88 cm.) has figures of four Tirthankaras on all four 
sides standing in dhydna-mudra. While two of these can be identified as 
Rsabhanatha and Раг$уапа Ва, the other two remain unidentified. The other 
sarvatobhadrika image (262), which is highly polished, was donated by Bharila 
and (perhaps his wife) Kalana as the inscription states. The provenance of 
this image is not known. 


А dvi-mürtika (308, size 1:35 m. by 48 cm.), of an unknown findspot but 
assignable to the thirteenth century, shows two Tirthankaras standing kayot- 
sarga. A single broken piece of the parikara of some Tirthankara image (343) of 
the twelfth century comes from Padhavali, District Shivpuri. A mana-stambha 
from Padhavali (343, height 1:5 m.) shows small figures of Tirthankaras seated о 
in padmasana in niches. One of the Tirthaükaras can be identified as 


image of Cakre$vari in the collection (149). 


Late medieval images 


Tomara rulers of Gwalior. They are from Gwalior Fort; however, ‘the: 
provenance of some of these is not known. n 
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Rsabhanatha is represented by an image (118, height 72 cm.) found in the 
Fort area. It shows the Jina as seated in padmasana in dhydna-mudrd on a 
pedestal supported on two lions. Another piece (384) is perhaps the broken 
pedestal of some Rsabhanatha image. Sambhavanatha is represented in an 
image (30, height 92 cm.). His symbol, horse, is seen on the pedestal. The 
lower part of an image of Padmaprabha (116, height 83 cm.) is interesting as 
the pedestal contains an inscription dated затуай 1552, according to which the 
image was installed at Gopacaladurga (Gwalior) during the reign of 
Maharajadhiraja Manasimha (of the Tomara dynasty). The inscription gives 
information regarding the Bhattaraka of Gwalior who belonged to the line of 
Bhattaraka Padmanandi of Sarasvati-gaccha of Balatkara-gana of Mila- 
sangha. 


А pafica-tirthika (125, height 1:42 m.) having Candraprabha as the miila- 
nayaka, acquired from Gwalior Fort, shows the Tirthankaras, the main 
figure standing in kdyotsarga on a semicircular pedestal supported by two 
lions. The symbol of the Tirthankara is seen below. In addition, there are 
four small figures of Tirthankaras, two standing and two seated. 


The image of Neminatha (117, height 2 m.), also from Gwalior Fort, 
shows the Jina as standing on a lotus resting on a pedestal and attended by 
the Indras. The pedestal of the image contains a conch-symbol, a dharma- 
cakra and a female devotee. Another important sculpture of this period is 
the lower part of a Par$vanatha image. The pedestal of the image shows 
Yaksa Dharanendra and Yaksi Padmavati seated on the right and left corners 
respectively. Both have serpent-hoods on their heads. The goddess is seated 
on a serpent but the vahana of the Yaksa is a kukkuta. The inscription incised 
on the pedestal of the image bears the date samvat 1476 (?) of the reign of 
Vikramaditya, a Tomara ruler of Gwalior. The inscription also mentions 
Bhattaraka Sahasrakirtti of Puskara-gana and Mathura-anvaya of the Казва- 
sangha. Another piece (306, size 67 by 57 cm.) is the broken head of a large 
Par$vanatha 1mage. 


Another seated image (126, height 71 cm.), from Gwalior Fort, represents 
an unidentified Tirthankara seated in padmasana in dhydna-mudra. The find- 
spot of another unidentified seated Jina image (683, height 1:26 m.) is not 
known, besides two other (133 and 174) seated Tirthankara images. А palta 
(size 35 by 51 cm.) showing eighteen Tirthankaras in three rows is datable to 
fifteenth century. | 


The Museum has two sarvatobhadrika images (261 and 263, heights 1:16 
and 1-21 m.) of the Tomara period, with the representation of Tirthankaras 
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on all four sides. On the latter, the figure of Рагбуапафа only can be 
recognized, while on the former the two Tirthankaras, Rsabhanatha and 
Parsvanatha, are identifiable. The Museum has а тапа-чатбћа (260, height 
1:09 m.) which shows one hundred and thirty-nine small images of seated 
Tirthankaras, of which only Rsabhanatha can be identified. 


BALCHANDRA JAIN 
SHIVPURI MUSEUM 


The Museum has an interesting collection of Jaina sculptures, mainly 
from Narwar (ancient Nalapura). Only the more interesting images are described 
here. 


CATURVIMSATI-PATTA : The sculpture (167, size 1:06 m. by 46 cm.) shows 
miniature figures of all the twenty-four Tirthankaras along with their symbols 
carved below their feet in a row. It has an inscription stating that the patta 
containing the images of the twenty-four Tirthankaras was installed in sampat 
1063 (A.D. 1006). 


TIRTHANKARAS : There are a number of standing Tirthankara images in 
the Museum. Most of them are ascribable to the twelfth century, as is 
evident from a short inscription incised on the pedestal of one of the images 
(146) of Candraprabha (plate 369). It tells us that the image was installed in 
затуа! 1241 by Jayacandra along with his wives, Suhana and Mona, and his 
son, Ašadhara. Another image (2, height 2 m.) represents Ajitanatha who 
is shown standing in kdyotsarga under a triple umbrella with amalaka and 
kalaga at the top. Above the umbrella is a decorated niche with the figure of 
a Jina seated in dhyana-mudra. On both sides of the main figure were two 
standing cauri-bearing Indras who are now missing. The pedestal of this 
figure is beautifully decorated with lions. It also shows a niche with the 
miniature figure of a seated Jina, above which are carved a makara-torana and 
kirttimukha. The symbol of Ajitanatha, elephant, is just below the pedestal 
flanked by two devotees on either side. The next image (3, height 1:55 m.) 
is of Sambhavanatha with his symbol, horse. The chatra of the image is 
flanked by two elephants having lotus-buds in their trunks. The pedestal 
shows a couple of devotees. The images of Abhinandananatha (4, height 2:05 m.) 
and Padmaprabha (5, height 1:95 m.) are more or less similar to the image of 
Ajitanatha described above excepting their respective symbols. The other 
Tirthankaras are similarly represented in various other standing images. Of 
these, one of the most beautiful images (19, height 1:35 m.) of the collection, 
bearing an excellent polish, cannot be identified in the absence of any symbol. 
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Besides these the Museum has also some dvi-mirtikd-pratimds in its 
collection in which two Tirthankaras are represented on each slab. One of 
these (16, height 1:40 m.) shows Ajitanatha and Sambhavanatha with their 
usual symbols (plate 370A), while another (17) is the eka-mürtikà of 
Sambhavanatha and Neminatha. All of them standin kdyotsarga. Yet 
another image (18, height 1:10 m.) represents Santinatha and Mahavira; it has 
a short record inscribed on the pedestal which says that it was installed by one 
Jasahara. 


The images showing the Tirthankaras in padmdsana are better executed. 
One of these (1, height 1:85 m.) shows an unidentified Tirthankara seated in 
padmasana in айуапа-тиага, with a beautifully-carved $rivatsa-symbol on the 
chest and an ornamented halo behind his head. The right hand and the knee 
of the Tirthankara àre damaged (plate 370B). Another sculpture (6, height 
95 cm.) belongs to Suparávanatha who is seated on a lion-throne in dhyana- 
mudra under five serpent-hoods and a triple umbrella. Both the hands of this. 
beautiful image are broken. An image (24, height 135 m.) of some 
unidentified Tirthankara (plate 371A) is interesting because of its decorated 
seat and halo. An image of Parsvanatha (27, height 1:35 m.) shows him 
(plate 371B) seated in padmasana on the coils of the serpent whose seven hoods 
are seen above the head with the cauri-bearers standing on either side, flying 
figures with garlands, elephants holding kalasas with their trunks above the 
chatra and the drummers. Yet another interesting image (55, height 1 m.) is 
carved in the round. Of the other padmasana images of the twelfth century, 
there are three examples (29, 39 and 43). The Museum also contains lower 
portions of some black-stone images which were installed in sarıvat 1329, 
1334, 1341, 1344 and 1346, as known from the inscriptions incised on their 
pedestals. АП these images are in padmasana but their upper parts are broken 
and lost. 


DECORATED ARCHITECTURAL PIECES : The decorated architectural pieces 
in the Museum, from Магуаг, are beautiful examples of the excellent crafts- 
manship. They are parts of miniature toranas. In one of them (47), the 
central image is that of a six-armed Yaksi seated in /alitasana on a high cushion 
in a pillared niche with a sikhara above. On the left and right are seated 
Tirthankaras with chatras above. In the extreme right and left pillared niches, 
crowned by sikharas, isa Jina seated in dhyana-mudra. Оп the extreme right 
and left were figures of makara, of which the one on extreme left is now 
damaged. The second piece ((plate 372) shows Yaksis and Tirthankaras in 
niches. There are altogether three Yaksis. The central one, sitting on 
Garuda and holding cakra and gadā in her upper hands, may be identified as 
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B. Dhubela State Museum 


Tirthankara Neminatha (District Shahdol) 


A. Dhubela State Museum 


ti-patta (Jaso) 


msa 


caturyi 


PLATE 367 
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A. Dhubela State Museum : 
sarvatobhadra (Rewa region) 


B. Dhubela State Museum : 
Yaksa Brahma (Rewa region) 


PLATE 368. . 
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Shivpuri Museum: pedestal of image of Tirthankara Candraprabha 
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A. Shivpuri Museum: 


B. Shivpuri Museum : a Tirthankara 


PLATE 370 


CC-0. Gurukul Kangri University Haridwar Collection. Digitized by S3 Foundation USA 


a dvi-mürtika 


[PART X 


-— 


LI. m 7 hee OD 


CHAPTER 38] MUSEUMS IN INDIA 


B. Shivpuri Museum : Tirthankara 
Parsvanatha 
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Shivpuri Museum: an architectural piece 


PLATE 372 
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A. Raipur Museum: Mahavira 
(Karitalai) 


B. Raipur Museum: Ajitanatha and 
Sambhavanatha (Karitalai) 


PLATE 373 : 
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A. Raipur Museum: a sarvatobhadrikà 
(Karitalai) 


B. Raipur Museum: Yaksi 
Ambika (Kartialai) 


PLATE 374 
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Cakre$vari. Above the Yaksis, in the central niche, is the figure 
Jina in dhydna-mudra having on either side a Jina in smaller niches, 


shows а Tirthankara seated in dhydna-mudra in a niche centred in - 
temple, the row of columns of which is decorated with gaja-fan 


miniature temple are carved makara-motifs. Two pieces (210 an 
miniature temples, of which the first shows a Jina seated in padm 
niche, while the niche of the other miniature is occupied by ап ei | 
Yaksi seated on her vehicle, bull. The sikhara of the second is highly ornate 


The pedestals in the collection are also important artistically as 
bearing symbols of the Tirthankaras whose images were originally | 
on them. | | 


ur 


А PILLAR : This piece (91), which has an inscription of затуа! 151: 
Saka year 1382, contains, besides the images of the Tirthankaras, ima 
Acarya with his kamandalu and picchika who can be identified ` 
Pratapacandra, a disciple of Acarya Ksemakirtti of the Mathura-any 


учити 


co PRA HIER 
de 


< سرا‎ 
c; 
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ѕайһуї seated in padmasana with kamandalu and picchika may ‚ A 
Sanyamaári, who is also mentioned in the inscription on this pillar. 
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and caumukhas. The largest number in the c 
Parsvanatha, of which the Museum has sixty-fo 
seven images of Rsabhanatha, twenty of Candra 
The other Tirthankara images are variously r 


Among the inscribed images the import 


image (71) of black stone from 
(176) of Abhinandananatha w 
installation; two images of Sàn 
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image of a goddess containing a three-line inscription of гатуа! 1224; and two 
black-stone images (49 and 56) of Suvratanatha from Ashta and Karcha, with 
inscriptions in twelfth-century characters. 


Particularly interesting in the collection is an image of Parsvanatha from 
Guna wherein the Jina is shown as sitting in padmasana under the canopy of 
а seven-hooded serpent and Yaksa Dharanendra and Yaksi Padmavati to his 
left and right respectively. 


Among the Jaina Devis, one of the finest is a fragmentary image of 
Cakre$vari from Badnawar. From the same place were also acquired images 
of Mahamanasi, Rohini, Ambika and Nirvana-devi which are important from 
the point of view of art. 


^ 


One of the stone reliefs (141) in the Museum shows figures of six Jaina 
goddesses with a child on the lap of each and the name of each goddess. Another 
relief (156) contains the figures with their names, Deva-dasi, Rasadguna-devi, 
Vimaravati and Trisala-devi, inscribed below. 


The Museum also has twenty-two metal images and a samavasarana in its 
collection, most of them inscribed. 


SATYANDHAR KUMAR SETHI 
SURENDRA KUMAR ARYA 


RAIPUR MUSEUM 


The Mahant Ghasidas Memorial Museum at Raipur has an interesting 
collection consisting of forty stone images of Tirthankaras, attendant gods and 
goddesses, caumukhas and sahasra-kütas belonging to the reign of the Kalacuri 

|| : rulers, excepting an image of the times of the SomavarhSis of South Kosala. 
| Out of the thirty-nine Kalacuri sculptures thirty-three represent the art of the 
x Kalacuris of Dahala or Cedi who had their seat at Tripuri (modern Tewar 
near Jabalpur). The remaining six images are from the territories occupied 
and ruled over by their younger branch having its capital at Ratnapura (modern 
Ratanpur in District Bilaspur) The single image of the Somavamsi period is 
assignable to circa A.D. 890.and is said to have come from Sirpur or ancient 
Sripura, the ancient capital of South Kosala. The Dahala sculptures, all collected 
from Karitalai in District Jabalpur, belong to the tenth and eleventh centuries. 
Out of the images collected from Chhattisgarh, four were found at Ratanpur, 
while two broken images are from Arang in District Raipur, all assignable to 
the twelfth century. 
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Sculptures from Sirpur 


PARSVANATHA : The image of Рагзуапа а (0003, height 1:08 m.) is 
seated in padmasana in dhyána-mudrà under the seven-headed hood of a serpent 
whose body is rendered into a couple of parallel coils and seemingly serves as 
a cushion at the back of the Tirthankara. At the extremities makaras forming 
the back seat of the Jina are also visible. The face, hands and knees of the 
figure are damaged. The Jina has the $rivatsa and the сакта in the centre of 
his chest and palms respectively. His curly hair is adorned with an usnisa in 
the centre. The pedestal of the image is much mutilated. 


Sculptures from Karitalai 


Karitalai was ап important centre of the Jainas düring the Kalacuri 
period. A large number of Jaina images have been found at that place, out of 
which thirty-three have been acquired by the Raipur Museum. 


ВЗАВНАМАТНА : The Museum has in its collection six stone images of 
Rsabhanatha. Of these an image (2537, height 1:35 m.) shows Rsabhanatha 
seated in padmasana and dhyüna-mudrá on a high ornamental pedestal. The 
head, right hand and left knee ofthe image are broken. On the chest is the 
£riyatsa and behind the head a prabhd-mandala is the triple chatra, flanked by 
an elephant and rider on either side. Above the chatra is a drummer. Below 
the elephants are shown a couple of Vidyadharas carrying garlands. Below the 
Vidyadharas are shown the Indras of the Saudharma and Капа heavens with 
cauris т their hands. The pedestal shows a bull and below it a representation 
of the dharma-cakra flanked by а lion on either side. The right corner of the 
simhüsana is occupied by Gomukha, the Yaksa, and Cakreávari, the Yaksi, 
seated in /alitüsana on the left corner. The second image (2576, height 1:32 m.) 
of Rsabhanatha is similar to the image described above. Both the hands and 
knees of the figure are damaged. Yaksi Cakre$vari is shown seated on Garuda. 
The remaining four images (0033, 2525, 2548, and 2594) show Rsabhanatha 
seated in padmasana and in dhyána-mudrà. The pedestal of one of the images 
(0033, height 74 cm.) shows on the left corner the goddess Ambika in place of 
Cakresvari, while the sirmhdsana of another image (2548) has a pair of elephants 
in addition. 


SANTINATHA : An image of Santinatha (2538) which shows him standing 


in kayotsarga-posture has on the pedestal а deer, the /айсһапа of Santinatha, 


besides flanking lions and miniature representations of Garuda and Maha- 


manasi, the Yaksa and Yaksi of Santinatha respectively. | ` 
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PARSVANATHA : АП the five images of Pārśvanātha in the Museum аге 
from Karitalai. Of these, two (0035, height 1:04 m., and 2577, height 1:37 m.) 
are in fact caturvimSati-pattas with Pārśvanātha as the mūla-nāyaka. The first 
shows him seated іп padmasana in dhyàna-mudrá on a serpent which is shown 
sheltering with its seven-headed hood the figure of Pàr$vanàtha; the image has 
miniature representations of nine Tirthankharas to the right and eight to the 
left; the remaining six, originally represented in the top row above the chatra, 
are now missing. The pedestal of the image has miniature representations of 
seated Dbaranendra and Раатауай, both having serpent-hoods over their 
heads. The remaining two Paršvanatha images (2553 and 2551) are damaged. 


MAHAVIRA: One of the best sculptures in the Raipur collection is a fine 
white-sandstone image of Mahavira (0036, height 1:01 m.) seated in utthita- 
padmasana in dhyana-mudrà on а high pedestal (plate 373A). His hair is curly 
with an usnisain the centre. Не has the Srivatsa on his chest. Unfortunately, 
the top and right portions containing the prabhà-mandala and representations 


` of other pratiharyas are broken and lost; however, miniature representations of 


some of the Jinas, still visible on the proper right of Mahavira, suggest that 
the image was intended to be a caturvimsati-patta. The pedestal of the image 
shows a cakra and a lion, the lañchana, in the centre between the lions 
representing the simhdsana. Just below the cakra and the lañchana is the 
figure of a reclining lady, who may, perhaps, be the donor of the image. The 
pedestal also contains miniature representations of Matanga and Siddhayika, 
the Yaksa and Yaksi of Mahavira, at its extremities. Below them is a devotee 
on either side. 


OTHER TIRTHANKARAS : There are four Tirthankara images in the 
Museum-collection which, however, are not identifiable. Of these, the red- 
sandstone image (2523, height 1:37 m.), in kayotsarga-posture, is one of the 
best sculptures in the collection and is datable to circa tenth century. On the 
pedestal of the image are shown the eight planets. The other two pieces (2604 
- and 1609) are the broken heads of Tirthankara images, while another (2580) 
4s gue i of some pillar containing representation of a Tirthankara standing 


E РЕ: D es ETC. : The collection contains five dvi-mürtikàs of diffe- 
One or two 
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which are unintelligible. А red Kaimur sandstone dyi-martika (2551, height 
1:38 m.), represents Ajitanatha and Sambhavanatha (plate 3738), while the 
images of Rsabhanatha and  Ajitanatha, Puspadanta and Sitalanatha, 
Dharmanatha and Santinatha, and Mallinatha and Munisuvratanatha (height 
of each 1:07 m.) аге of white sandstone. Triple umbrellas, haloes, flying 
Vidyadharas, cauri-bearers, Indras and the respective Yaksas and Yaksis are 
depicted in all these images. Two other dvi-mürtikas (2605 and 2610) are badly 
damaged. On the basis of these images it may not be wrong to conjecture 
that dvi-mirtikds of perhaps all the twenty-four Tirthankaras were installed in 
the Jaina temples at Karitalai. Another piece in the Museum (2595, width 61 
cm.) is perhaps the upper part of a tri-mürtika, representing three unidentified 
Tirthankaras standing in kdyotsarga. 


SARVATOBHADRIKA : А caumukha sculpture (2555, height 68:5 cm.) 
represents four Tirthankaras seated in padmasana on the four sides of a pillar 
(plate 374A). Of these, Parsvanatha is identified by the serpent-hood. The 
others may perhaps be Rsabhanatha, Neminatha and Mahavira. 


SAHASRA-KÜTAS : There are four examples of sahasra-küfas in the 
collection. The tallest (2519, height 89 cm.) has one hundred and sixty small 
images in seven tiers. The second example (2537, height 76 cm.) contains one 
hundred and forty-four images in six tiers. The remaining two (2541 and 2540) 
have representations of one hundred and sixteen and one hundred and sixty- 
four Jinas respectively in five tiers. Cf. above, plate 99. 


AMBIKA : The Sasana-devi of the twenty-second Tirthankara Neminatha, 
Amra or Ambika, is represented in three sculptures. One of these (0097, 
height 40°5 cm.) is a white-spotted red-sandstone image of Ambika seated in 
lalitasana on a lion (plate 374B). The two-armed goddess is shown holding 
an dmra-lumbi in her right hand. Нег younger child Priyankara, sitting on 
the lap, is supported by the left hand, while the elder son Subhankara is seen 
below the right leg of the Yaksi who is also attended by a female attendant on 
either side. The ornamentation of the image is rich and the expression smiling 
and blissful. The top portion of the image is broken. The second image 
(0034, height 91:5 cm.) represents Ambika standing in tri-bhaiga under a 
mango-tree on a plain pedestal with Priyankara on the lap and Subhankara 
standing beneath the bunch of mangoes held by Ambika in her right hand. А 
small seated figure of Neminatha is seen overhead amidst the flowering tree. 
To the left and right of Ambika are standing a bearded devotee with folded 
hands and a female worshipper respectively. The vehicle of the goddess, а 
lion, is seen behind her legs. A third piece (2681, height 48 cm.), appearing to 


- 591 


CC-0. Gurukul Kangri University Haridwar Collection. Digitized by S3 Foundation USA 


ART-OBJECTS IN MUSEUMS [PART X 


be a broken part of a doorway, represents Ambika and Padmavati seated below 
an arch. 


SARASVATI : A much-damaged red-sandstone sculpture of Sarasvati (2524, 
height 79 cm.) represents the four-handed Vidyà-devi seated in Jalitdsana. Her 
head and hands are broken, but a vind, held in her lower right and left hands, 
is visible. 


Sculptures from Ratanpur 


RSABHANATHA : The Museum has two images of Rsabhanatha which 
were originally found at Ratanpur in District Bilaspur. One of them (0001, 
height 1:04 m.) represents the first Tirthankara seated in padmasana in аћудпа- 
тиага under a triple umbrella on an ornamental seat. His nose and lips are 
damaged. Behind his head 15 the prabhà-mandala and on his chest a Srivatsa. 
To either side of the umbrella is an elephant with a rider on its back. In the 
panel below the elephants on each side are flying male and female Vidyadharas 
carrying garlands. Below them are the Indras of Saudharma and [Sana 
heavens on the right and left sides of the Tirthankara respectively. The 
ornamental seat shows a bull, the /аћсћапа. In front and at the back of the 
bull are represented a male and a female devotee who are worshipping the 
main figure. Оп the pedestal is а dharma-cakra in the centre flanked by a 
couchant lion. On the right and left corners of the pedestal are carved 
respectively small figures of Gomukha and Cakre$vari, both seated in /alitásana. 
Another image (0002, height 81 cm.) is similar to the image described above 
but is much damaged; it has a single umbrella above the head. 


CANDRAPRABHA : The black granite image of Candraprabha (0007, 
height 73:5 cm.) is shown seated in padmasana in dhydna-mudra. The figure is 
damaged; however, it can be recognized on the basis of the crescent, his 
гапсћапа, carved on his ornamental seat, and the Yaksa and Yaksi at the extre- 
mities of the pedestal. 


Sculptures from Arang 


The sculptures (0104 and 0105) from Arang, District Raipur, are all 
broken. Both these pieces perhaps represent some Tirthankaras standing in 
kayotsarga-postures. 


BALCHANDRA JAIN 
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COLLECTIONS AT KHAJURAHO! 


Apart from the sculptures on the fagades of the temples, there are 
hundreds of Jaina pieces, complete or mutilated, lying scattered at Khajuraho, 
indicating that the number of Jaina templesat Khajuraho was much larger 
than what is now extant (above, chapter 22). On the inner face of the compound- 
wallofthe Jaina group of templesare fixed over three hundred sculptural 
and architectural pieces (plate 375), awaiting removal to a proposed museum. 
In addition, a few Jaina pieces are displayed in the Archaeological Museum at 
Khajuraho, established in 1967, to house the materialat one time collected in 
ап open-air museum. The following is a survey of the more important pieces 
in both the collections, the first called here the Jaina Collection and the second 
the Khajuraho Museum. 


TIRTHANKARAS: The majority ofthe Tirthankara sculptures represent 
Rsabhanatha, the more remarkable of them in the sitting-posture. The largest 
ofthem, now in the Khajuraho Museum (1667), was acquired from пеаг the 
Ghantai temple; it has the word Ghantai inscribed at the corner of the high 
simhasana, which shows a dharma-cakra flanked by а lion and Yaksa Gomukha 
on the right and again by a lion and Yaksi Cakre$vari on the left. On the 
elegant pedestal are depicted the Nava-grahas, starting with Surya. Around 
the Tirthankara are two flywhisk-bearing Indras, elephants, vyalas, makaras, 
etc., occupying the appropriate places. The presentation of the eight pratiharyas 
and the lotus-shaped halo is remarkable. The locks of the artistically-combed 
hair of the main deity fall on his shoulders. Another seated Rsabhanatha in the 
Jaina Collection (103) also shows Gomukha and Cakre$vari on the pedestal]. The 
latter is shown in /alita-pose on her Garuda-mount, with her upper hands 
having a mace and conch and the lower ones varada-mudrà and a conch. The 
pedestal shows a humped bull flanked by a male and a female, evidently the 
donors of the image. The Indras in fri-bhanga have lotuses in their hands, 
but the usual flywhisks are missing. The halo is flanked by a couple of 
running elephants with vessels over them and also a Vidyadhara-couple carrying 
garlands. Further above this are two each of Gandharvas with garlands and 
parasol, over which are a sūcī, an dmalaka and a kalaía. The udghosakas have 
on either side Gandharva maidens with vind in their hands. Two more images, 
also in the same Collection (8 and 27), deserve mention even though they 
are fragmentary. So are three others (1612, 1712 and 1642) in the Khajuraho 
Museum, all representative pieces of medieval art. The most beautiful 
representation of Rsabhanatha in the Museum (1830, plate 376A) shows the 


[1 Abridged from a chapter contributed by the author.—Editor.] 
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Tirthankara as seated on a deeply-carved зйййазапа, with a string hanging 
from the $rivatsa on his chest. The halo consists of seven roundels. A string 
issuing out of the mouth of the kirttimukha touches a horse-rider. Below the 
overhead parasol is a lotus. Each of the three Vidyadharas is shown as flying 
through clouds. 


A remarkable Parsvanatha (plate 376B) recovered by the present writer 
in 1966-67 from a field near the Ghantai temple is now in the Jaina Collection 
(100). The tail of the serpent, the /afichana of the Jina, dangles over the carpet 
ofthe throne. Its coils form the seat of Par$vanatha and end in forming the 
canopy over his head. Dharanendra and Padmavati, also with snake-hooded 
canopies, are shown seated in padmasana оп Parsvanatha’s seat, on either side 
of which is an Indra with lotus in one hand and flywhisk in the other. The 
slab depicts on an outer panel on either side an elephant, vydla, makara, etc. 
On either side of the canopy, above the Yaksas, are elephants, whereas the 
parasolis flanked by gods and Vidyadharas with musical instruments and 
garlands. The limbs of the Tirthankara are proportionate. The design of 
the hair is of usnisa-type. A remarkable Par$vanatha in the Khajuraho 
Museum (1654, plate 377A) is in the standing-pose, with the usual Yaksa and 
the Yaksi. What is remarkable there is the depiction of all the nine Grahas, 
whereas only Siirya is mostly associated with Par$vanatha who is worshipped 
particularly on Sundays. Perhaps this image could be taken to have been 
made for some particular ritual. 


Though Santinatha is also represented at Khajuraho, neither of the two 
collections houses any important image of this Jina. Mahavira images are not 
common, their number being hardly twenty. The Khajuraho Museum houses 
a Mahavira (457) inscribed with the words pranamati Viranátha-deva. The 
other incription гираката Kumara-siha may be taken to record the sculptor's 
name. Mahavira is represented by some other images (1631, 1637, 1689 of the 
Khajuraho Museum and some unnumbered ones in the Jaina Collection). If 
the tradition that all images without any symbol represent Mahavira is accepted, 
then there would be over one hundred images of the Tirthankara. 


A piecein the Jaina Collection (102, plate 377B) seems to be the upper 
part ofa torana, the centre of which isa seated Jina for whose worship are 
coming kings on elephants holding lotuses with their trunks. The upper panel 
shows two Vidyadharas holding garlands and lotuses in hands and a row of 
eight Gandharvas engaged in playing on musical instruments on either side. 
The scene may represent the birth-lustration of the Jina. 
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Jaina Collection, Khajuraho : general view 


PLATE 375 
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A. Khajuraho Museum : 
Tirthankara Rsabhanatha 


B. Jaina Collection, Khajuraho : 
Tirthankara ParSvanatha 
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B. Jaina Collection, Khajuraho : a torana 
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A. Khajuraho Museum 
Ambika 


B. Khajuraho Museum : 
Tirthankara Rsabhanatha 
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C. Deogarh : part of a lintel with tri-mürtikd, other Tirthankaras, ` 
Nava-grahas and Yaksis 
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А. Deogarh : Tirthankara B. Deogarh : Tirthankaras Рагбуапа Ва 
Rsabhanatha and Rsabhanatha 


C. Deogarh : Yaksi Cakre$vari 


PLATE 380 
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A. Deogarh : an Upadhayaya B. Deogarh : Bahubal 


C, Deogarh : a pillar 


PLATE 381 
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Deogarh : Cakravartin Bharata | 


PLATE 382 
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YAKSAS AND YAKSIS : Of the number of Dharanendra-Padmavatis at 
Khajuraho, the most beautiful one (above, plate 163) can be seen built into the 
north-west corner of the inner courtyard of the Santinatha temple, sometimes 
identified as the parents of Jina. Each, seated ona finely-carved separate 
seat, has the left foot bent and the right one placed on a lotus. Dhara- 
nendra wears a dhoti coming down to the knees, and his uttariya hangs from 
the shoulders to the legs. Не hasa coconut in the right hand and a lotus 
in the left which is now missing. The embroidered sari of Padmavati touches 
the feet and the uttariya touching her arms comes down to the feet. Richly 
ornamented, she holds a coconut in her right hand and a baby in her left. Both 
the Yaksa and Yaksi have a halo each at the back and between them is shown 
a tree with a Tirthankara onthe top. The Tirthankara is flanked by the usual 
figures of Vidyadharas, etc., all very finely carved. On either side of the 
pedestal below are depicted а cdmara-dhdrini and two male figures. In the 
middle is shown a seated Devata with two attendants having their hands folded. 
Another Dharanendra-Padmavati group in the Khajuraho Museum (1609) 15 
not so artistically carved. The tree with its geometrically-carved leaves is 
unimpressive; so are the pedestal and the parikara of the deities which have 
roughly chiselled dress and ornaments. 


The Khajuraho Museum houses a beautiful Ambika (1608) in dark-red 
sandstone. The deity stands below a tree laden with mangoes and with 
Neminátha on the top. Her three hands are broken and a finger of the fourth 
is held by Subhankara, her elder son, standing by the side. Her second son 
Priyankara and the mount-lion are shown on the left. A group of five goddesses 
attends on Ambika on either side. With a well-proportioned body, the deity is 
heavily ornamented with jewellery and has an attractive arrangement of her 
hair. A larger Ambikā is built into the wall of the well inside the Jaina 
compound. Standing in ¢ri-bhanga below а mango-tree with a Tirthankara in 
padmasana, the deity hasan oval halo behind andan elaborate crown on her 
head and the usual ornaments on her person. All the four hands are, however, 
broken. A son and the lion on the left and a couple below attend on her. On 
the pedestal is engraved a three-line indistinct inscription in which the year 
(Vikrama-sarnvat) 1219 can be read. The same panel on the other side has 
another inscription, reading perhaps гиракага-1а! suggesting the name of the 
sculptor. The Jaina Collection has another important Ambika (42) standing . 
in tri-bhaiga under a mango-tree. In one of her right hands she holds the 
amra-lumba (the other right hand is missing), in the upper left hand a lotus 
and in the lower left her son Subhankara. The second son Priyankara stands у 
on the side with a fruit. Some additional Ambikas аге represented in the 


595 


2 а? 
CC-0. Сигики Kangri University Haridwar Collection. Digitized by S3 Foundation. USA. учета oe 


ARAM ۷ 


A HN 
«LAM 


КМ та о 


чу 


ФТТ; 


Т 
d - 


Wy 


or of huge images, are found at Khajuraho. 
“such toranas. Also housed in the Museum is a lintel (1724), deserving mention 


ART-OBJECTS IN MUSEUMS [PART X 


Khajuraho Museum (820, which has a couple and cdmara-dhdrinis on the 
pedestal and holds a lotus in her hands, 1467, plate 378A, and 1608, which is 
not remarkable) and in the Jaina Collection (96). 


The Khajuraho Museum displays a beautiful door-lintel (1467) with 
Ambika, Cakre$vari and Padmavati having all their usual parikara (plate 378A) 
—a good example of Candella art. Seated in /alitasana are shown the nine 
Grahas and below a vyantara-sakhaà. А simhdsanain the Jaina Collection has 
an attractive Cakre$vari carved оп it (85). With all the hands and legs broken, 
the twelve-armed deity, seated on Garuda, has, besides a Tirthankara at the top, 
two other Tirthankaras, both broken, probably Rsabhanatha and Par$vanatha, 
one on each side. А door-lintel in the same Collection depicts а Cakre$vari 
flanked by an Ambika on either side within a central compartment. Most of 
the Rsabhanatha images have on their pedestals Gomukha and Cakre$vari 
in diminutive sizes. A sculpture of some Sdsana-devi (perhaps Cakreévari on 
account of the presence of the nine Grahas at the top) in the Khajuraho 
Museum (1601) is notable for its height. In the same Museum there is a 
beautiful Rsabhanatha (1651), the pedestal of which is remarkable for the 
replacement of two usual lions by the same number of goddesses, and for the 
fine presentation of Gomukha Yaksa and Cakre$vari, both partly broken 
(plate 378B). 

DIK-PALAS : The collections at Khajuraho have images of Dik-palas also. 
It is to be noted that while in the Par$vanatha temple the Dik-palas occupy 
their normal positions, in the Adinatha temple they are replaced by Yaksa 
Gomukha. 

TORANAS ETC.: Many foranas, probably used as the architraves of the vedīs 
The Jaina Collection houses five 


for the presence of Bharata and Bahubali in addition to some Tirthankara figures. 
| NIRAJ JAIN 


COLLECTIONS OF DEOGARH' 


E mons for its Brahmanical and Jaina temples, Deogarh, District Lalit- 


E pu їг, 1 is also well-known for its sculptural wealth dating mainly from the seventh- 


h to the twelfth centuries. However, it is also believed that the period of 
5915 had earlier beginnings during the Gupta period? (plate 379B) 
ill about the Mughal times. 
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The loose sculptures from the site have been collected and are either fixed 
in the modern compound-wall around the temples and the recently-constructed 
Sahu Jain Museum at Deogarh; in addition, there is a Government collection. 
The State Museum, Lucknow, and the Samantabhadra Vidyalaya, Delhi, have 
some Deogarh pieces in their collections. 


The sculptural art of Jaina affiliation at Deogarh can be seen in a variety 
of Tirthankaras, Sasana-devis, caturvirfati-pattas, Vidyadharas, sarvatobhadrika 
images, sahasra-kütas, Acaryas and Upadhyayas mdana-stambhas and pillars 
and $ravakas and Sravikas, besides other sculptural representations. In these 
sculptures can be seen the influence of the post-Gupta, Ргайһага and the 
Candella styles. 


The largest number of images from Deogarh are of the Tirthankaras; ` 


mostly images are of Adinatha (plate 380A, B), Par$vanatha (plate 3808), 
Neminatha, Sumatinatha and Mahavira. Most of the Tirthankara images are 
carved on Sild-pattas and caturvimSati-pattas, besides in the form of dvi- and 
tri-mürtikàs (plate 379C) and as sarvatobhadrika images. One of the pillars 


has representations of one hundred and seventy-six figures of Tirthankaras 


carved on it (plate 381C), apart from a sahasra-küta. 


Among the Tirthankara figures, the following are important: 


(1) Tirthankara seated in padmasana on a lion-throne with the figures of 
a lion on each side of the throne and a dharma-cakra in the centre. This much- 
damaged piece is perhaps the oldest among the Tirthankara images from 
Deogarh and may be attributed to the Gupta period. The image is now fixed 
in the compound of Temple 12. 


(2) An image of Tirthankara (Santinatha ?) in kayotsarga-posture with 
the lion on its pedestal on the left and deer on the right, which seems to be an 
unusual feature. 


There are two images of the goddess Cakresvari (plate 380C) which are 
on display in the Sahu Jain Museum. One of these, which was originally in 
the antardla’ of Temple 12, is a very fine piece. It shows the twelve-armed 
goddesses seated on her mount, Garuda, and holding a rosary and a Sarikha 
in two of her hands and cakra in seven hands; the remaining hands are 


damaged. Another important piece is an image of Ambika at the entrance to 


the garbha-grha of Temple 12. 
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There аге a large number of images of Dharanendra-Padmávati (some- 
times identified as the parents of Jina). These are of two types. Of the first 
type are those images in which Padmavati is shown with a child on her lap; in 
the other, she is shown either by the side of her consort or sitting on his lap. 


A figure of а Jaina teacher (Upadhyaya) (plate 381A), now kept in the 
Jaina temple at the back of the Sahu Jain Museum, is another important piece. 
Bearing a five-line inscription dated "Vikrama-samvat 1333, it shows the 
Paramesthin seated in padmasana. In the Sahu Jain Museum is kept another 
fine piece showing the Paramesthin in агаћа-рагуапкахана. 


Another important piece in the Sahu Jain Museum is the figure of 
Bharata (plate 382) in kayotsarga-posture shown along with the nine treasures 
depicted in the form of nine vases. Among the earlier examples is а Bahubali 
(plate 381B) image, kept on display in the Sahu Jain Museum, which shows him 
fully lost in meditation, while two female figures are shown removing the creepers 
which has entwined his body. 


BHAGCHANDRA JAIN 
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BRONZES IN THE GOVERNMENT MUSEUM, MADRAS! 


TIRTHANKARAS : Sumatinatha is represented in a bronze (36-1/35, height 
32:5 cm.) from Kogali, District Bellary. The Jina is seated on padmdsana 
attached to a simhGsana with the cakra at the centre. To the pedestal is 
attached an elaborate prabhayali in the shape of a vimana presenting other 
deities. The Yaksa and Yaksi, the latter with a dwarf by her side, and two 
female cauri-bearers appears on either side. The main figure has a bha- 
mandala and triple umbrella. A Kannada inscription on the. pedestal gives 
the name of the sculptor silpin (plate 383A). In the hoard from Kogali, to 
which this piece belongs, there are other Tirthankara images. Of them, a 
Parsvanatha* figure (36-1/35, height 23:5 cm.) stands on padmdsana with a 
five-hooded cobra over the head, attached by hooks behind. The hoard has 
also Mahavira images. One of them (36-2/35, height 36:3 cm.) stands ona 
padmasana attached to a rectangular base supported by four legs. Two lateral 


1 Information kindly supplied to the author by Shri У. N. Srinivasa Desigan, Curator for 
Art and Archaeology, Government Museum, Madras, who has been preparing a catalogue of the 


bronzes in the Museum. 
[? Suparsvanatha ?—Editor.] 
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B. Government Museum Madras: 
bronze Tirthankara Mahavira (Kagali) 


A. Government Museum, Madras : bronze 
Tirthankara Sumatinatha (Карап) 


PLATE 383 < 


CC-0. Gurukul Kangri University Haridwar Collection. Digitized by S3 Foundation USA 


|| ART-OBJECTS IN MUSEUMS [PART X 
| || 
|| ||| RF 
| | А. Government Museum, Madras : bronze 


Tirthankara Mahavira (Singanikuppam) 


— 2 


B. Governmen 21 ladras: bronze 
Yaksi Ambika ini pam) 


PLATE 384 


CC-0. Gurukul Kangri University Haridwar Collection. Digitized by S3 Foundation USA 


CHAPTER 38] MUSEUMS IN INDIA ` 


projections support the Jina's Yaksa and Yaksi. The elaborate but broken 
ргабйауай bears representations of twenty-three Tirthankaras with Parsvanatha 
on the top. Cauris appear on either side of the main figure, which has a triple 
umbrella over it. The image is of fine finish with curly locks of hair on the 
head and longer tufts of hair hanging on either side of the head. (Plate 383B.) 
Another Mahavira (36-3/35, height 13:3 cm.) from the same hoard is seated on 
a pedestal surmounted by a perforated dsana with the lion-lagchana between 
two kneeling devotees. The seat supports a prabhá depicting Gandharvas _ 
and Vidya-devi with a book inher hand. The Yaksas stand on either side of 
the main figure. Another (damaged) Mahavira (36-4/35, height 29 cm.) is 
seated on a simhasana, the front of which bears three lions, the central one 
being the /dfichana. A fragment of the ргабйа has the triple umbrella and 
another the bha-mandala. The Kannada inscription on the pedestal gives the 
name of the female donor. 


Amongst the finds from Singanikuppam, District South Arcot, are two 
Mahavira figures. The first (389/57, height 84 cm.), well-proportioned and of 
smooth and pleasing workmanship, stands in kayotsarga on a padmasana, 
with the right hand broken. It may belong to the mid-fourteenth century. 
(Plate 384A). The other (390/57, height 19 cm.) stands on a circular metal 
plate, which was perhaps inserted into a pedestal, now missing. There are а 
few other Tirthankaras from the place, but they cannot be identified and are 
generally featureless. A Tirthankara (height 39 cm.) from Sivaganga, District 
Ramanathapuram, is seated in ardha-paryankdsana on a simple but nicely- 
moulded high bhadrdsana. Behind the asana are two cauri-bearers standing 
symmetrically in tri-bhanga and wearing karanda-mukutas. The Tirthankara 
is well-proportioned. The lion-motifs at the extreme of the back of the seat, 
though much conventionalized, indicate the simhasana. Two more rampant 
lions, facing out on either side of the pedestal, carry short pins above their 
heads intended for the attachment of the prabha. The drapery and ornaments — — — 
of the cauri-bearers indicate a late Pandya date, circa 1200. 2t 


Mention may also be made of a seated Candraprabha with two attendants E 
(8/27) from Tirumalai, District North Arcot, and of a thirteen icena 
Rsabhanatha recently acquired from Gidangil, District South Arcot. 


AMBIKA : In a piece from worn (аут | 


her left hand on the head of a pretty-looking. «ceti us 
tr:-bhanga and holds a garland. А small boy stands to” 
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_ who wears a thick set of necklaces, an elbow-ornament and a series of bangles. 

` The drapery is loose with flowing ends and bows on the sides with a looping 

: sash with festoons and tassels hanging in front. On the karanda-mukuta is a 

- miniature Tirthankara figure. The piece belongs to circa thirteenth century. 
(Plate 384B). 


BRONZES IN THE GOVERNMENT MUSEUM, PUDUKKOTTAI 


UR Among the bronzes in the Museum, all from Kalasakkadu, a locality in 
— — Pudukkottai town, are: two Par$vanathas (heights 20:3 and 10 cm.), one in the 
— — — early and the other in the late style, both having a serpent-hood over the head 
and standing оп a pedestal; a Mahavira (10 cm.) seated іп агаћа-рагуапказапа 
in dhyana over a pedestal; and a сашгуйй$ай-рана (37 cm.), a relievo of 
twenty-three Tirthankara arranged in the frame of the prabhà-mandala around 
the müla-nàyaka Rsabhanatha standing on a pedestal. 
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abhaya 
adhisthàna 


agra-mandapa 
anarpita-hara 


andaka 
antarála 
antarapatra 
ardha- 
mand apa 
arpita-hàra 
азапа-рапа 
Astapada 


asva-thara 
atibhanga 
ayaga-pata 


bandhana 


bhadra 
bhadra-pitha 
bhamati 
bharani 
bhitta 


caitya-window 


candra-silà 
caturmukha 


GLOSSARY OF TECHNICAL TERMS 


hand-gesture (mudra) of offering protection. 
moulded basement of a temple, synonym for vedi-ba 
same as mukha-mandapa; entrance-porch. ty 
а hara standing free from the main wall of the vimana. 
turret-design. x 
intermediate compartment between shrine and mandé 
a recessed moulding coming between two projected mouldings. 
pillared hall of one bay usually at the entrance; same 2 1 ikha- 
mandapa. d 
a hara attached to the main wall of the vimana. — = 
a flat moulding of the kaksdsana or balconied window. | У б 
the eight-terraced mountain (ог its representation) 
Adinatha attained nirvana. 
frieze of horses. 
with exaggerated flexion. 
slab carved with sacred Jaina figures and symbol: 
o" 


a projected moulding dividing the ja 
lower sections. 

centra] projection of a shrine. 

a variety of south-Indian mould 

colonnaded passage of a medie 

pillar-capital. — | EV. 

sub-base ofa temple. — 


А, 
Ф 


` caturviráati- 
patta 
catuski 
caumukha(i) | 
chadya 


6: danda-chadya 
¬ — deva-kostha 
deva-kulika 


gaja-prsthakrti 

gajatalu 

gaja-thara 

garbha-grha 

ghata-pallava 

gopura 
 grasa-pattt 
grīvā 
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a stela, frieze or image with the twenty-four 
figures. 


bay; space between four pillars; same as cauki. 
same as caturmukha. 
eave-projection. 


straight ribbed awning or eave-projection. 
niche containing image. 
small shrine; subsidiary shrine facing bhamati. 


shrine shaped like elephant-back ; apsidal. 

a component of ceiling resembling a coffered cusp. 
frieze of elephants. 

sanctum sanctorum or shrine-cell. 

design of pot-and-foliage. 

main gateway; structure over the entrance. 

a frieze of kirttimukhas. 

constriction below the finial of the superstructure. 


string of miniature shrines comprising katas, Salas and pafijaras 
decorating each storey of the south-Indian vimana. 
attic storey; attic portion of a south-Indian vimana. 


lowest moulding of the pitha (socle) of a medieval temple. 
| platform, usually moulded. = 
. trellis-work, usually on the window or the Sikhara. 


bling 
pital. 


Tirthankara 


a pitcher; lowermost member 


kapota 


karna 
karna-küta 
karna-$rüga 
karnika 
kattu (Tamil) 


kayotsarga 


khattaka 
khatvanga 
khura 
kicaka 
kirttimukha 


ksipta-vitàna 
küdu (Tamil) 


kumbha 


kumbhika 
kūta-chādya 


lalata-bimba 
lalitasana 


madhya-bandha 


"mahà-mandapa 


makara-torana 


máàna-stambha | 
о 
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cornice-like flexed moulding usually crowning the t 
(adhisthàna or vedi-bandha). Ç 


quoin or corner; corner-projection. 

shrine or turret raised over the karna or corner. 
turret rising over the karna or corner. 

knit ede. moulding; thin sierlik moulding. 


squares of a pillar. 


same as khadgdsana or the posture adopted by stand 
Tirthankaras. : + 


human skull placed on a bone (attribute of a terrific divini 
lowest moulding of the basement (vedi-bandha). | 
atlas; stunted figure supporting a load or superstructure. — 


lion-like head constituting an art-design of symbol 
significance. 


a concave ceiling. 


an arched opening projecting from the flexed cornice ( 
same as caitya-window. | 


a moulding of the basement (vedi-bandha) coming 
khura; wpper member of the south-Indian pillar 


" meds 
ornamental base of a pillar. 
carved eave-projection or awning. 


figure carved on the middle of the lintel or a 


easy posture with one leg flexed and | 
the other gracefully suspended from | 


jangha or pillar. 
central pillared hall of a me 
lateral sides. 


mae 
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a variety of south-Indian adhisthana. 
kà pattika-like top moulding. 


` mandapa generic term for a hall which may be open or closed, pillared 
| or astylar. 
_ mandaraka ornamental door-sill. 
mandovara architectural term of western India comprising the pitha, vedi- 
; bandha and jangha. 


mukha-catuski entrance-porch or frontal bay at the entrance. 

= mukha-mandapa frontal mandapa ог entrance-porch. 
mila-nayaka principal enshrined divinity. 

_ miila-prasdda ^ sanctum proper. 


x  nübhicchanda ар elaborate ceiling carved with the design of coffered cusps. 
nala-mand apa same as valanaka or covered stepped entrance. 
Nandi$vara- the last island-continent of the Jaina cosmography. 


dvipa 
E nara-thara frieze of human figures. 
nasika (literally nose) projected arched opening of a southern vimana. | 
Ë Alpa-nasika or ksudra-násika is small, while maha-nasika is 
large. 


- mahà-mandapa with four central and twelve peripheral pillars 
so arranged as to enclose nine bays. 


shrine without ambulatory. 


Jaina memorial-pillar or slab. 


ame as ranga-mandapa; peristylar assembly-hall. 


< shaped pendant of a ceiling. ` 
four minor shrines. - 
s of the Jaina tradition. 


pafica-ratha 
pafica-sakha 


pafica-tirthika 


panjara 
parikara 
pasa 
patra-latà 
patra-sakha 
patta 
pattika 
phalaka 
рћапхапа 


pitha 
prabhayali 
pradaksina 
pradaksina- 
patha 
prakara 
praggriva 
prastara 
pratiratha 


rajasenaka 


ranga-mandapa 


ratha 
ratna-$akhà 
rüpa-kantha 
rüpa-sakhà 


sabha-marga 
Saduram (Tamil) square sect 


sabhá-mandapa same as rang 
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temple with five projections. 
door-frame with five ornate jambs. 
image with five Jina figures. 
miniature apsidal shrine: same as nida. 
subsidiary figures of an image. | 
noose. 
a frieze depicting creeper with foliage. 
jamb of a doorway carved with foliage. 
plain or ornamenta] band. 
slab-like moulding; a top-moulding. 
abacus. ы 
architectural term from western India for a superst 
horizontal tiers (pidhds); same as Orissan pidha-deul) 
socle or pedestal-base. — . EE 
nimbus round an image. i 
circumambulation. 
circumambulatory passage. 


enclosure-wall of a temple. 

porch-projection, same as agra-mandapa. 
entablature of the south-Indian vimana. ` 
projection coming between the bhadra ant 


lowest moulding of a kaksdsana от b 
a pillared hall open on all sides. 
projection of a shrine. 


an elabora 


E 


sahasra-küta 


закћа 

sala 

salitàntara 
sama-caturasra 
sama-ksipta 
samatala-vitàna 


samavasarana 


5атуагапа 


sandhara- 
prasada 

sapta-$akha 

sarvatobhadra 


sarvatobhadrikà 
siddhàsana 
Sikhara 


stambha-sakha 

stüpi, stüpika 

Sukanasa, 
Sukanasika 


tadi (Tamil) 
tala 
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pyramidal shrine-model with a thousand (numerous) figures 
of Jinas. 


jamb of a door-frame. 

oblong shrine with barrel-vault roof. 
vertical recess. 

square in design. 

a variety of concave ceiling. 


ceiling of flat uniform level, usually adorned with friezes in 
registers. 


representation of the preaching hall ofa Jina built by gods 
with seats apportioned for gods, men and animals to hear 
the sermon which a Jina delivers after enlightenment. 


roof comprising diagonally-arranged members crowned by 
bell-finials. 


temple with ambulatory. 


door-frame with seven ornate jambs. 


same as caturmukha; a shrine with four faces; a shrine-model 
with images on the four faces. 


a shrine-model with image on the four faces. 

same as dhydndasana; posture adopted by seated Tirthankara. 

superstructure or roof of a temple. А north-Indian sSikhara is 
normally curvilinear, while a southern sikhara is domical, 
octagonal or four-sided. 

jamb of a door-frame simulating a pilaster. 

fiinal of a south-Indian vimana. 

antifix attached to the front face of Sikhara of a north- 
Indian temple, showing a large caitya-window. 


cushion-shaped member of the south-Indian pillar-capital. 
storey of a shrine, vimana or gopura; same as bhumi. The 
south-Indian vimana may have one storey (eka-tala), or two 
storeys (dvi-tala), or three storeys (tri-tala) and so on. The 
ground-floor is called adi-tala and the intermediate storey 
madhya-tala. 
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taranga 
taranga-potika 
tilaka 

torana 
trika-mandapa 


tri-küta 
tri-ratha 


tri-Sakha 
tri-tirthika 


udgama 
ирапа 


ирарийа 
urah-Srnga 


uttira (Tamil) 


valanaka 
varada 
varand ika 


vedi-bandha 
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weave-design resembling the Western reed-moulding. 
corbel-bracket with roll-moulding. 
a variety of turret-design. 


m 


ornamental entrance of numerous varieties and designs. 


mandapa with three catuskis or bays of a medieval temple, 
normally of the Jaina faith. 


three yimanas erected on a common basement or placed round 
a common mandapa. 


temple with three projections. 


door-frame with three ornate jambs. ЗЯ 
an image with three Jina figures. 4 


pediment of caitya-arches, usually employed asa crowning 
decoration of a niche. 

lowermost part or the footing of the south-Indian adhisthana 
corresponding to the north-Indian khura. 


sub-base below the south-Indian adhisthana. 
turret attached to the central projection. 
principal beam. 


covered stepped entrance. 


hand-gesture (mudra) of bestowing boon. A | 
the member or set of mouldings separating the jangha from the — 
Sikhara. E 


see adhisthdna 


— E NER NAE РЧ 


INDEX 


1. The Index comprises all terms and subjects included in this boo 


reference index entries), names and works of classical authors and names of 
arranged alphabetically. | 


in the book. References to plates, colour-illustte ione and figures (text-illustrat 
respectively by ‘pl’, *col-il and ‘fig’. 


3. The names of all the Tirthankaras have been alphabetically indexed 
heading ‘Jina’. 


4. Names of individual Jaina Devas and Devis have been genera ly 
generic headings *Yaksa', *Yaksi'. d 


5. The following contractions have been used : col-ill = colour- 
pared with: def = defined; fig = figure (text-illustration); pl = plate; ri 
to. 


(i) volume I contains pp 1-204, pls 1-126 and figs L. 
(i) volume II contains pp 205-390, pls 127-264, col-ill 
(ii) 


INDEX 


abacus 221, 222 

Abhaneri 252 

Abhayadeva(-Süri) 148, 241, 465n 

abhaya-mudrd 57, 67, 151 

Abhidhana-cintamani 307, 409n, 476n 

Abhira 89 

abhiseka-mürti 213 

Abu, Mount 31, 44, 45, 301, 30]п, 303, 307, 
308, 360, 362, 466 

Acara-dinakara 459, 471, 471n, 472, 472n, 
476, 491, 492n 

Acáránga-sütra 16, 72, 72n, 470 

Acala 490 

Acarya (Paramesthin) 42 

Acacia Sirissa 63 

Acchupta 146 

acelakatva 471 

Achalgarh 446, 448 

Acharya, P K 494n, 504n, 525n 

Aciyakka 317 

Acyutaraya 387 

Adbhudji temple, Nagda 343 

оаа отра, Ajmer 249, pls 146, 
1 

a-dharma 514, 514n 


adhisthana 101, 210n, 211, 213, 214, 215, 
216, 217, 233, 279, 281, 289, 298, 356, 
357,497, 502 

Adigaiman Elini 452 

Adigal, Ilàngo 95 

Adinatha-basti, Basti-halli 318; Lakshme- 


swar 314 

Adinatha temple, Chitorgarh 357; Dholaka 
305; Jaisalmer fort 340, 341; Khajuraho 
279, 288-93, pls 171, 172; Nadlai 306n; 
Prabhasa 305; Ranakpur 357, 358, fig 
XXIII, pls 235, 236, 239, 240, 241; Sa- 
trunjaya 304 

Adi-purána 395, 415, 416, 417, 421, 424, 425, 
426, 469, 483, 483n, 484, 484n, 489, 
490n; illustrations from—pls 278A, 
282A-B, 283A, col-ills 36A-D 

Adi-Sankara 326 

Adisesa of Visnu 234 

adittanam 450 

Adoni 320 

Afghanistan v-vi of vol II, 223 

Agama 469, 470, 472 

. Agastya-simha-Süri 489n 
age, period, times—Asokan 25; СашКуа 
-546, 558; Caulukya 309, 557; Cola 

226, 228, 323, 558; Gahadavala 555; 
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early Gupta 70n; Сира 4, 6, 65, 
ОВИ АИ А 115, 116, 118, 128п, 129) 
130, 131, 134, 165, 168, 170, 192, 355, 


442, 470, 475, 476, 484, 537, 544, 581; 
late Gupta 138; post-Gupta 149, 355, 
476, 485; pre-Kaniska 55, 59, 64, 65; 
Kaniska 555; pre-Kushan 57, 72; Kushan 
6258655166: 72, 107, 109, 114, 115, 116 
126, 128n, 130, 136, 170, 458, 466, 470, 
471n, 473, 474, 475, 476, 479, 490, 491, 
492, 555; post-Kushan 66, 72; Mauryan 3, 
5, 86, 87; medieval 4, 5, 7, 9, 158, 476, 
581; МауаКа 332; Pala 153, 540; Pallava 
226. 381; Рапдуап 381; Pratihara 149, 
150, 556; Rastraküta 320, 331; Sultanate 
335; Tomara 170; Vijayanagara 212, 
323-329, 332, 377, 389 

Aghora 252n 

Agni 283, 331 

Agra 345 

agra-mandapa 212 

Agrawala, G 539n 

Agrawala, P K 492 

Agrawala, R C 363n 

Agrawala, V S 64n, 83n, 88, 91n, 109n, 126n, 
356n, 441n, 476n, 482, 482n, 490n, 492, 
493, 493n 

agriculture, orginator of—19 

ahara-dana 43 

Ahar Museum, Udaipur 571, pls 180, 356A 

Ahar, Tikamgarh, 298n, 350, 352 

Ahicchatra, Bareilly 16, 126, 242 

Ahicchatta see Ahicchatra 

ahimsa 17 

Ahmedabad 342, 408, 423n, 431 

Ahmedpur, Vidisha 583 

Aihole, Bijapur, 32, 129, 188, 195, 196, 197, 
312, 313, 372, pls 116A-B, 120B 

Aiüüürrava Perumpalli, Tiruvennayil 213 

Airavata, elephant 283, 522 

Airavata-ksetra 486 

Aivarmalai 99. 229, 453 

Aivarsanai 102 

Aiyampalaiyam 99 

Алуапгаг, K 27n 

Ajaigarh, Panna 353 

Ajanta 38, 138, 394, 396, 398, 399, 400 

Ajātaśatru, Ajātasattu 69 

Ajayameru see Ajmer 

Ajayarāja 239 

Ajimganj, Murshidabad 347 

Ajitanatha temple, Taranga 304 

Ajita-purána 310 і 
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Ajivikas 23, 25, 70, 73 

Ajjanandi 96, 97, 98, 452 

Ajmer 239, 240, 241, 249, 251, 339, 525; 
Adhai-din-ka-Jhompda—pls 146, 147; 
Museum 572 

Akalanka 326 

Akanna-basti, Sravanabelgola 317, pl 205A 

akása-sphatika- Sala 532 

Akbar 426 


Akota bronzes, hoard 134, 135, 138, 139, 180, 
181, 363, 553, 570, pls 65, 66, 67, 68, 


109, 110, 111, 112 
Akrti 395n 
akrtrima-caitydlayas 518, 519, 522, 526 
Alagarmalai, Madurai 98, 452 
Alagiva Pallavan 324, 327 
Alaka 65n 
Alambhika 22 
alasa-kanya 5 
*Alau'd-Din Khilji 355, 356, 495 
Alavi see Alambhika 
Alhana 578 
Alhanadeva 240 
alinda 499 
Alirajpur, Jhabua 352 
. Allahabad Museum 245, figs XIII, XIV 
alocaná 21 
alligator rirt Јапсћапа 15 
Altekar, А S 32n, 121п 


Aluara, Dhanbad (?), Manbhum (?) 166, 


263, pl 157B 
Ајпра-дем 322 
Alüpas 454 
Aluruttimalai 101 
Alvars 185, 297 
Ama 170 


amalaka 154, 157, 174, 178, 263, 266, 267, 
282, 283, 290, 355, 356, 505, 538, 558, 


587, fig XXXVI 
amalaka-bhimi 290 
Amalakappa, Vaishali 16 
amala-sára see ата!ака 
amanan 101 
Amar, Gopilal 12, 514n, 519n 
Amarapuram, Anantapur 320, 322, 367 
Amaravati 400 
amari-ghosanad 240 
Amba-Küsmandini see Yaksi, Ambika 
Ambikà-kalpa 476 


gp шашат, Bankura 155, 157; temple 


pl 83 
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Ambika temple, Jagat 145 ` 
ambulatory 143, 145, 171, 174, 
219, 246, 304 sce also circumam 
pradaksiná-patha 
Amda (Andhra) 26 
Amer 241, 249, 426 
Amitagati 278 
Amma II 449 
Ammachatram hill 101 
Amoghavarsa 32, 386 
Amohini 441 
Ата see Yaksi, Ambika 
Amrabhatta 304 
AmraSala-vana 481 
Amrol, Gwalior, 170 
Anahilavada,. Anahillapura, 
Patan 170, 183, 447 
anagaratva 20 
Anaimalai, Madurai 96, 208, 452 
Ananda 118 
Ananda temple, Pagan 269, fig XX 
Anandji-Mangalji-ni Pedhi-nà Jaan Bhan | 
dara, Idar 405 Е: ec 
Anandpur, Keonjhar 159, 160 де й; а 
anangas 481 E 
Ananta-gumpha, Khandagiri, . Puri T 
82, pls 26, 27 : 
Anantalvar 453 
Anantavarman Rajaraja 323 
anarpita-hara 219, 220 
andaka 302, 513 
Andar-madam cavern 101 
Andhakantaka 252n 
Andhaka-vrsni 17 i 
Andhra, Хаашаа DE | 


371, 448 
Andhare, S K 433n | = 
Andimalai 103 | 
Anegondi 376 
Айра 69 ` _ 
angas 26, 3 


INDEX 


285, 286, 288, 289, 290, 292, 293, 295, 
321, 336, 340, 343, 368, 373 

antara-patra 145, 281, 286 

Antariksa-Parsvanatha 373 

anuratha 311, 313, 314 

Apabhramsa-kàvyatrayi 398n 

Aparajita-prcchà 273, 273n, 477 

ape rirt /айсйапа 14 

Appara 33 

Apraticakra 146 

apsaras-bracket(s) 282 

apsarases 5, 143, 144, 279, 285, 286, 294, 
298, 300, 308, 340, 350, 363, 382, 432, 
434, pl 198A 

apse 89. 

arabesque 337 

Araikkogil 329 

Arang, Raipur 5, 297-299, 588, 592, pl 177 

Aranyaka-parvan 421, 423n, 424 

aras 307 

Arasana see Kumbharia 

Aravalli hills 245 

Aravamuthan, T G 456 

Arbudacala 447 

arch(es) 77, 78, 82, 117, 120, 428, 429, 530; 
caitya- 61, 145, 147, 171, 283, 290; en- 
grailed 337 

archaism 122, 126 

Archchalur, Coimbatore 101, 102 

architects, classes of 494 

architecture, civil 117; domestic 428-430; im- 
pact of Indo-Islamic art on 337, 338, 341; 
Indian 3; Jaina 3, Mughal 337, 338; 
temple- 39, 430 

ardha-mandapa 210, 212, 213, 214, 215, 216, 
217, 234, 235, 279, 250, 281, 282, 284, 288, 
295, 296, 313, 314, 315, 316,318, 320, 
321, 323, 326, 342, 368, 369, 381 

Ardhanaripalaiyam 102 

architrave(s) 54, 55, 56, 59, 60, 61, 77, 80, 
107, 144, 147, 162, 168, 174, 213,279, 
286, 313, 331, 430, 431, 434, 435, 458, pl 
9B 

Ardhanari$vara 252n ` 

ardha-padmásana 468 

ardhaparyanka-posture 150 

Ardha-phalakas 26 

arghya-pattas 64 

Arhadbalaya Acárya 118n 

Arhadbali 185 

Arhat(s) 26, 42, 52, 56, 70, 73, 74, 88n, 119, 
356; KaSyapiya 10n; Nandiavarta, 53; see 
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also Jina 

Arhatayatana 63 

ArikeSari-Maravarman 208, 211 

ArikeSari-Parankuga 381 

Arisiha 240 

Aristanemi see Jina Neminatha 

Aristanemi-bhatara of Tiruppanamalai 226 

Arittapatti, Madurai 96, 209 

Arivar-kovil 209 

Arjuna 225 

Arjunavarman 31 

Armamalai, North Arcot 185, 226 

Arnoraja 239 

arpita-hara 220 

Arsa 157 

art, Burmese 269 ; Candella 257, 277, 278-295, 
593-596; Caulukya 306; Cedi 559; Cola 
230; Gandhara 596n; Gupta 122, 123, 
124,127, 131, 132, 134, 137; 152, 295; 
Gurjara 259; Indian 3; Jaina 3, 35-40; 
Jaina—as ethical object 37,38 ; Rastraküta 
331; Kalacuri 297-299; Раја 412; Para- 
mara 295-297; plastic 152; metier 332 

Arugar temple, Birudur 329 

Arugar temple, Venkunram 329 

Arunattar hill 101, 102 

Arun-kulam 185 

A$adhara 31, 37n, 468, 470, 476, 585 

Asadhasena 10n 

Asalladeva 351 

asana 124 

агапа-рапа 144, 146 

Asaraja-Vihara, Junagarh 305: Patan 305 

asceticism 19, 20, 21; Brahmanic 20; Jaina 20 

Ashta 588 

asi 19 

Asia, south-east 7, west 49 

Asika 241 

ASoka 25, 70, 73, 223, 388; inscription of 7 

asoka-grove 288 

aSoka-tree 59, 72, 150, pls 8A, 22C 

ASramanagara see Keshoraipatan 

Assam 10, 167 

asta-dhatu 353 

ástáhnika-parvan 526 

asta-maha-pratiharyas 473, 476 

asta-mangala(s) 44, 64, 228, 428, 456, 457, 

` 458, 459, 482, 484, 489, 490, 491, pl 312B; 

Digambara 492 

Asta-mangala-málà 64n, 493n 

Astapada 3, 14, 154n, 305, 520, fig XLVI 
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Astapada-prasada 182 

Astapada-prasada, Prabhasa 305 

astápada-tirtha pl 82A 

astaraka 124 

Astasahasrikà-Prajfiaparamità 394n 

asta-tri-tirthikà 180 

asta-varga-vimána 215 

Asta-vasus 283, 293 

Asthikagrama 22 

Asutosh Museum of Indian Art, Calcutta 
154n, 166, 263, 265, 275 pls 155A-B, 
156A, 158A, 159A-B, 160B 

Абуагаја 240 

a$va-thara 297, 300 

A$vavabodha 307 

Atarafijiya see Atranjikhera 

Atharvaveda 480 

Atibala 252, col-ill 36A 

atisaya-ksetras 349 

atit-anam 101 

Atkins Museum pls 329A, 330 

атап 19, 35, 42, 45 

Atmananda Jaina Jñana Mandir, Baroda 410 

atpati 433 

Atranjikhera 251 

attendants rirt /айслапа 116 

Auboyer, Jeannine 5n 

audience-halls 117 

Aupapátika-sütra 474, 482, 482n, 489 

Auwa 144 

avalamba 495 

Avalinad 366 

Avanipa-Sekhara Sri- Vallabha 210 

Avanti 27, 86, 87, 138 

avarana-devatas 293 

avasarpini 468, 472 

Avasyaka-Cürni 86, 86n, 89n 

Avasyaka-Niryukti 86n, 89n, 91, 91n, 119n, 
468, 469, 469n 

Ava$yaka-Sütra 470 

Ava$yaka-Vrtti 86n, 91 

Avinita 27 

Ay (rulers) 230, 231, 232, 234 

aya 497 

ayadi-sad-varga 496 

ayaga-patas 28, 44, 52, 54, 55, 56, 57, 59, 60, 
61-65, 81, 89, 91, 107, 108, 270, 442, 458, 
419, 481, 482, 490, 491, 555; foreign in- 
fluence on 64; pls 1, 2, 14-16 

Gydga-sabha 32 
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Ayodhya 14, 15, 242, 257, 3 | 
283А | 


ayudhagara 449 
Ayyampalaiyam 229 
Ayyana-mahadevi 448 
Ayyavole, svamins of 199, 313 


bàda 156, 157 

Badami 32, 184, 186 
Badami Calukyas 92 
ES E 188, pls 113A-B, 11 


Badnawar 588 
Badoh, Vidisha, 171, 352, 354, 582, p 
Badridas temple, Calcutta 347 
Badwani 351 
Baghelkhand 577 
Bagh-gumphà, Udayagiri, Puri, 78 
Bagunjisime 366 
Bahali-adambilla 91n 
Bahasatimitra see Brhaspatimitra 
Bahmanid Sultans 310 
Bahubali (Gommate$vara) 37, 44, 91, 
160, 187, 189, 199, 222, 223 224, 228, 2 
312, 339, 352, 314-315, 401, 455, r 
569, 573, 575, 596, 508, pls. 1 B, 
131, 132, 1358, 215, 352, 359A, 381B, 
соі. 28А a d 
Bahulara, Bankura 263 74 
Bahuriband, Jabalpur 298n, 35 
Bairampalli 378 l 
Bairat, Jaipur 85, 355 
bajoth 430 
Balabhadra 108, 150 — — 
Bālacandra Saiddhāntika 46 
Baladeva 389, 489 u 
Bala-Gopala-stuti 410, 4Y | 


Bambhasara Seniya see Bimbisara 

bàndhaná-mouldings 286, 289, 311, 316, 321 

Bandyopadhyaya, A K 117n, 263n 

Bandyopadhyaya, Banerji, R D 73n, 128n, 
297n 


Banerjea, J N 152, 153n, 155n 

Banerji-Sastri, A 71n 

Bangalore 224 

Bangarh, West Dinajpur see Kotivarsa 

Bangladesh 10, 153 

Baniawadi, Dhar 351 

Bankura, WB 155 

Banpur, Orissa 159, 161, 274, 350, 352, pl 
160B 


Bansi, Chitorgarh 571, pl 356B 
Bappabhatti-Süri 50, 182 
Bapparam 185 
Barabar caves, hills, Bihar 70n, 79, 119, 223 
Barabhum, Midnapur 155 
Barabudur 383 
2t baranda 156 
n Bare Baba, Kundalpur, Damoh 168 
I Bareilly 16 
E ~ Barhata, Narsinghpur 350, 352 
Вапрада` Museum 274, pl 162A 
Barkola, WB 155, 156 
Barli, Ajmer 85 
Barmer 525 
Baroda 431, 432, 434, pl 312B; Museum and 
Picture Gallery 405, 432, 433, pls 109, 
110, 111, 112, 309A 
Jarrett, Douglas 412n, 552, 552n 
Barua, BM 48 п 


Belgaum 32, 269 

Belugula 369 

Belur, Hassan 214, 386 

Bellur, Mysore 319 

Belvalkar, S K 19n 

Bengal 261-265, 273 

Benisagar 166 

Berlin 548 

Besnagar, Vidisha 6, 129, 168, 581 

Betana 322 

Bhaddalpura 278 

bhadra 143, 145, 146, 147, 172, 178,179, 219, 
286, 287, 288, 289, 304, 311, 313, 314, 
315, 322, 502 

Bhadrabahu 25, 26, 69, 73, 92, 185, 214 

bhadraka-type 282 

bhadra-mandapa 367 

Bhadranandi 482, 490 

Bhadrapura 15 

Bhadra-sala forest 522 

bhadra-salds 211, 216, 217, 219, 220, 221 

bhadrdsana 89, 221, 445, 458, 490, 492, 522 

Bhadravati 305 

Bhadrika see Monghyr 

Bhagavad-Gita 3n, 549 

Bhagavata 49 

Bhagavata-Purdna 18, 423n 

Bhagavati 232, 465 

Bhagavati-áradhanà 128, 501n 

Bhagavati-Sütra 87, 470, 483n, 484n 

Bhagavati temple 233 

Bhagavati temple, Singikulam, Tiruccaranat- 
tumalai 453 

Bhagera 249 

Bhaillasvamin 86 

Bhairarasa Odeyars 366 

Bhairava-Padinávati-kalpa 476 

Bhairavakonda 192 

Bhaktamara-stotra 252n, 256 

Bhakti cult 94 

bhamati 307, 308 

Bhandagarika Dhandhu 308 

Bhandari-basti, Sravanabelgola 317 

Bhandari Dasadha 249 

Bhandarkar, D В 121n, 135, 249, 250, 251, 
442n 

Bhandasar temple, Bikaner 341 

Bhand-Dewal temple, Arang 297, pl 177, 
178 

bhandira-tree 63, 64 


Bhandira-udydna 50, 64 

Bbanpura. Mandsaur 351 

bharani 295, 360 

Bharata 18, 19, 154n, 159, 160, 401, 468, 
596, 598, pls 279B, 284, 382 

Bharata (brother of Rama) 233 

Bharata-ksetra 487, 517, fig XLV 

Bharate$vara, -muni 225, 233 

Bharatiya Jnanpith, see Jnanpith, Bharatiya 

Bharat Kala Bhavan, Varanasi 420, 421, 423n 
485, 540 

Bharatpur, Rajasthan 147; Museum pls 153, 
357B, 358A 

Bharavi 195 

Bharhut 51, 55, 56, 60, 82, 83 

Bhatariyar 232 

Bhatewar 181, 182 

Bhatia, P 398n 

Bhatkal, North Kanara 367, 372, 376, 454, 
pl 253 

Bhattacharya, B С 50n, 149n, 253, 253n, 
257n, 539n, 544n, 545n 

Bhattaraka 394 

Bhattaraka Затргадауа 394n 

Bhavadeva 271 

Bhavanavasi gods 483 

Bhavibhisana 241 

Bhavisayatta-kahá 417 418; illustrations from 
—pl 278B, col-ill 31 

Bhavya-cüdamani 317 

Bhelupura, Varanasi 345 

Bhillamala see Bhimmal 

Bhimadeva 31 

Bhima-devi 366, 369 

Bhima-Saha 362 


Bhinmal (Srimdla), Rajasthan 85, 180, 181, 
182 


bhitta 145; courses 143, 281, 285, 289 
bhitti-stambhas see pilasters 
bhoga-bhümis 518, 529n 
Bhogapuram 320, 323 

Bhoja 31, 278 

bhojana-sala 499 

Bhojpur, Bhopal 278 

bhrngas 487 

Bhubaneswar, Orissa 80, 441 


Bhubaneswar, State Museum 160, 161, pls 
Orissa State 


160B, 1618; see 

Museum 
bhujanga-trasitaka 382 
Bhüta(s) 473, 477, 487 


also 


‘Bihar 10, 24, 70, 245, 261. 26, 


Bhütabali 90, 134 — D 
Bidnur 366 E 


Bijapur 32 
Bijjala 32, 323 x 
Bikaner 250, 256, 257, 339, 34 
.545, 511, pls 151, 154, 3 
Bilogi, North Kanara 367, 
Bimbisara 24 
Bina-Barha, Sagar 352 — 
Bindusara 25 ах 
Birudur, North Arcot 329 — — 
Bitti 460 3 
Bittiga-Visnuvardhana 450 
Bloch, Т 10n, 119, 1211, се 
boar rirt lanchana 15 
Bodhisattva 67, 166; see also 
Bodhisattva, images of 115 f 
bodhi-vrksa 486 EM 
book-covers, pn Jaina 40; 


from—pls 266А-В, 267A 
269A-B, 270A, col- ills 22, 2: $ 


Booth, Mark 5440 —  — 
Boram 157 HE 
border-decorations со 28B 
Boston 403. 


bracket(s) 60, 61, 82, 
429, 431, pls 10, 11 


Brahma 252n, 433 
Brahmacarins 19 
Brahmadeva 311 


Brahma- Jinalaya, | 
pl 203A-B B; Thai 
Brahmana 2 


Wl. 


INDEX 


Brhatkatha-Kosa 54n, 135n 

Brhat-samhita 37n, 135n, 466, 525 

British Museum, London 537-543, pls 315-320, 
321B 

Broach, Gujarat 89, 133, 138, 408, 433, 551 

bronze(s), Тата 71-72, 87, 88, 124-125, 134, 
135, 136, 330, 548-554, pls 22A-C, 216, 
fip XVI 

Brown, Percy 340, 340n, 361, 361n, 367n, 
368n 


Brown, W Norman 410n, 412n, 413n, 414n, 
488, 488n, 492 
Bruhn, Klaus 122n, 124n, 131, 1311, 170n 
Bucchimayya 318 
Buddha 4, 24, 67, 118, 131, 134, 272, 486, 
550, pl 328B 
Buddhagupta 29 
Buddhisagara 278 
Buddhism 7, 94, 107, 117, 118, 152, 275; rirt 
art 3, 4, 6; Council 118; sites 96 
Budhi Chanderi, Guna 277 
Bühler, G 63n, 64n, 65, 66n, 525, 525n 
buffalo rirt lafichana 15 
Bukka 365, 450 
Bukkacaya II 327, 368, 388; П1 324 
bull rir Јапсћапа 5, 14, 44, 130, 152, 159, 
160, 164, 263, 283 
Bundelkhand 10, 30, 277, 350, 579 
Burdwan, WB 154n; University of Museum 
and Art Gallery 155n 
| Burgess, James 11n, 29n, 74n, 89n, 90n, 435, 
435n, 459n 
Burma 268 


Cahamana(s) 239. 241, 242, 243, 246, 248, 
249, 250, 253, 306n, 447, 545, 571; of 
Nadol 240 

caitya-grha 79, 80, 502, pl 354B 

caitya-prasada-bhumi 530 

сайуа-уйѕа 520 

caitya-vrksa 41, 58, 64, 479, 480, 481, 483, 
485, 486, 487, 487n, pl 6B 

caityas, Athat- 39 

caitya-window 136, 154 

cakra 67, 123, 124, 172 

cakra-purusa 470 

cakravartin 113, 209 

Cakresvara 455 

Calukya(s) 32, 184, 192, 198, 199, 200, 201, 


218, 311, 313, 315, 329, 460, 542; Eastern 
33; of Kalyani see Kalyani Ca]ukyas 

camara 459; see also flywhisk 

camara-dhara(s) 129, 149, 150, 151, 452, 473 
530; see also cauri-bearer 

camara-dharini(s) 180, pl 112 

Cambay 403, 431, pl 199 

Campa(puri) 14n, 15, 22, 69, 481, 498 

Camundaraya 183, 213, 224, 375, 460 

Camundaraya-basti, Sravanabelgola 219, 
221, 312, pl 130B 

Сатипаагауа-ригапа 224 

Canakya 24 

Canda 227 

Candaka 249 

Candellas 30, 277, 278, 297, 352, 578 

Candra 88 

Candragiri, Sravanabelgola 225, 317 

Candragupta (Maurya) 25, 26, 28, 69, 70, 
73, 92, 214, 470 

Candragupta II 123, 128, 134, 164 

Candragupta-basti, Sravanabelgola 214, pl 
129B 

Candra-Ksamacarya-Ksamana-Sramana 127, 
128 

Candra-kula 137, 181 

Candramauli 317 

Candranana 472 

Candranandi-aéiriyar 450 

Candranathasvami temple, Sangitapura 372 

Candranatha temple, Mettuppudur 212; 
Vijayamangalam 327, pl 212A-B 

Candranathesvara-basti, Bhatkal 372, pl 253 

Candraprabha temple, Jaisalmer fort 341; 
Tirupparuttikkunram 211, pls 127B, 324 

Candrapuri 15 

candra-Sala 367 

Candra-$ala cave 90 

candra-silà 187 

Candra-Süri 239, 402 

Candravati 182, 308 

candrikaà 283, 290 

Cangalvas 366, 454 

Cangaraya 317 

Caranti Math, Aihole 197, 199, 312, 313 

Carlleyle, А C 244, 244n 

Cattala-devi 319 

caturmukha 157, 161, 265, 270, 274, 303, 
483, 484, pl 159A-B; see also caumukha, 
sarvatobhadra 

Caturmukha-basti, Karkala 312, 455 
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caturmukha-linga 272, 273 

Caturmukha-Mahadeva temple, Nachna 273 

Caturmukha shrine, Ranakpur 337 

m ukhaana shrine, Ellora 194, pl 
1 

caturvimSati-Jindlaya 302, 521, fig XLI 

caturvimSatikd 116; see also cauvisi 

caturvimSati-patta 170, 180. 181, 235, 287, 
568, 574, 577, 579, 585, pls 111, 173, 334, 
351, 361A, 364A-B, 367A 

catuski 281, 285, 302, 311, 340 

Caubara-Dera 2 temple, Un 295, 297 

caubisi 116, 314, 321, 323, 542 

саијјата-аћатта 16 

Caulukyas 31, 86, 183, 240, 241, 250, 295, 
300, 405, 446, 447, 539, 545; see also 
Solanki 

саитикћа(т) 6, 116, 154, 154n, 245, 312, 
323, 331, 357, 358, 359, 360, 361, 362, 
363, 364, pls 52, 217B, 257А-В, 310A-B, 
311, 3428; see also caturmukha 

caumukha-pratimd see sarvatobhadrika 

Caumukha-basti, Karkala 368, 371, 372, pl 
252A 

Maure poncasika 421, 422, 433n, 424, 425, 
2 


cauri(chowry)-bearer(s) 109, 119, 123, 124, 
127, 153, 158, 159, 160, 161, 169, 170, 
216, 218, 226, 227, 228, 299n, 316, 331, 
332, 378, 386, 387, 467, 538, 540, 543, 
544, 545, pls 45, 46, 47, 350A; see also 
camara-dhara, cámara-dhárini, flywhisk- 
bearer 

caverns 94, 95-100, 101, 102, 103, 185, 207, 
225 227 328; see also atittanum, káficanam, 
küra, müsagai, рай, pali, рта-й; Aivar- 
Sunai, Paficapandavamalai, Райсарапда- 
var  tippa, Paficapandavar kuttu, 
Paficapandavar padukkai 

cave-temple(s) 6, 38, 98, 101, 102, 186-192, 
208, 209, 373 

caves, rock-cut 119n 

Cavundaraya see Camundaraya 

Cavundaraya-basti see Camundaraya-basti 

Cavunda Gavunda 310-311 

Cedis 297, 588 

ceiling(s) 77, 82, 305, 307, 316, 336, 337, 341, 
342, 350, 359, 364, 373, 428, 432, 434, 
pls 165, 169, 183, 186A-B, 190, 193, 195 
А-В, 197, 234B, 240, 241, 288, 289, 294B 

cella 209, 212, 268, 273 

Cellana 69 

Cella Pilla 322 


Celuksamana 127 
Cenanna-basti, Sravanabelgola 310 E 
Cenkayapan 101 
Селкауарап 230, 231 
Cankáyapan ke 100 
centaur 60 
Cera 230, 231, 233; country see 
dynasty, kings 28, 101 
Cetaka 23, 69 
Ceti dynasty 24, 26, 74 
Ceylon 7, 98, 184 37 
chádya 146, 336, 340 
Chahardi, Dhulia 181, 568, pl 351 
Chakravarti, D К 117n 
Champakalakshmi, R 13, 225n 
Champaner 342 
Chandakavate, Bijapur 455 
Chandakedi, Kota 343 
Chanda, Ramaprasad 120n, 123, 123n, 
130n, 164n, 165n, 470n, 5391 
Chanderi, Guna 277, 359 
Chandigarh 423n 
Chandogya-Upanisad 480n, 488 
Chandor, Nasik 373 . г ELE 
Chandpur, Lalitpur 277, pl 179 2 
Chandrabetta hill, Sravanabelgola 3 du NE 
Chandragiri hill, Sravanabelgola 185 ` 
Chandwar, Agra 251, 252 T 
Chanhu-daro 479 
Chansma, Gujarat 181 
Chara 157 Lc 
Charampa, Balasore 160. 161 
chatra 55, 150, 156; see also 
brella: absence of—in Gupt 
chatravali 115, 332 
chatra-traya 115 
Chattopadhyaya, B D 13 
Chaturvijaya, Muni 86n - 
Chaubia-pada 63n — — 
Chausa, Bhojpur 71, 1: 
hoard pls 54, 55 
Chausath-Kham! 
Chausath-Yo 


INDEX 


Chitaral, Chitral 98, 232, 234, pls 139A-B 

Chitor(garh) 241, 250, 336, 339, 340, 355, 
356, 357, 361, 363, 484, pls 219, 220, 
221A, 222 

Chittamur, South Arcot 228, pls 135B, 136A 

Chittoor District 103 

Chillukuru 575 

China 371, 396 

Chingleput 95 

ран, Bellary 320, 321, 323, 331, 366, 
37 


| š Chitgiri, WB 155, 156 
` Chivalapperi see Marukaltalai 
Chota-Kailaša, Ellora 188, 191, 193, 194 
chowry-bearer, see cauri-bearer 
Chunar, Mirzapur 23 
Cilappadikàram 95; see also Silappadikaram 
Cintamani Rao Bikàji temple, Bikaner 342 
Cintamani temple, Sirohi 342 
circumambulatory 271, 342, fig XXI; see 
also ambulatory, pradaksina-patha 

cire perdue 88 

7 Cirupavil 101 

T Citrakárapuli 381 

fe Citraküta 339 

! Citrángas 487 

Citra-suira 383 

citra-torana 215 

Ciyavandana-mahabhasa 468n 

Cleisobora (Krsnapura) 49 

zognizance see làfichana 

Coimbatore 94, 101, 212: District 102 

;oins 456-62 

coins denarius 489; elephant series 458; 

horse series 458; Nolambavadi-ganda 
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Cola(s) 184, 185, 192, 213, 324, 325, 328, 
329, 382, 460; bronzes 549; country 2 
128, 135 

 Сојгопр, Bhagalpur 192 

coli 413, 433 

ophon-illustration pls 273, 274 

irt lafichana 124 

rirt lah fichana 161, 44, 130n 


„ А.К. 408n, 436n, 480, 
87n, 488n, 492n, 501n, 544 п 

107, pl 7 

—inscriptions 73, 30, 


series 460; ; Pandyan 461, 462, pls 305, 306; 
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Согавазатпуеба 22 

Coreya, Bengal see Coragasamnivesa 

corridor 313, pls 186A-B, 188, 193 

cosmography, Jaina 514-20 

cosmos 514, fig XLIV 

costumes rirt miniature painting 43 

Council, Jaina 70, 135 

Cousens, Henry 343n, 367n, 369n, 372n 373n, 
435, 435n, 455n 

Cranganore 95 

cross-bars 52, 55, 57, 58, 139, pl 6 

crown 137 

Cüdamani 137 

Cülagiri 351 

Cunningham, Alexander 30n, 52, 118. 119n, 
120, 120n, 121n, 241n, 251n, 280, 281, 
281n 

Cupid 459, 492 

cupola 177 

Cuttack 163 

cymbals 154, 158, 162 


Dabhoi 305 

Dacca, Bangladesh 346 

Dadhabhümi 22 

рраћала 277 

Daksinapatha 25, 89 

Dalavanur, South Arcot 209 

Dalbhum, Singhbhum see Dadhabhümi 

Damayasada see Rudrasimha I 

Dambal 200, 314 

Damila (Dravida) 26 

Damodar valley 157 

Dana-cintamani Attiyabbe 310 

Danavulapadu, Cuddapah 230, 331, 449, pls 
217A-B, 218A 

dancing-pose 212 

danda-rdsa 144 

danseuse, wooden pl 298 

dargah 226 

darpana 458 

Dar$sana-sára 278 

DarSanavijaya 88n, 495n 

Daśaratha 25, 223 

Dasa-Sravaka-caritra 341 

Dasasruta-skandha 489n 

Dasa- Vaikálika-laghu-vrtti 403 

Dasa-Vaikálika-Sütra 400 

Da$a-Vaikálika-tika 395 


Dašavatara temple, Deogarh 131 
Dasgupta, C C 126n 

Das Gupta, P C 154, 154n 

Dash, Mahesh P 160, 160n, 161 

Dasoja of Balligrama 214 

Daulatabad, Aurangabad 311 

Davids, T W Rhys 19, 483, 483n 
Davidson, J LeRoy 5411 
Davvasamgahagahas 42 

Dayapala 213 

Deccan 133, 184-201, 310-319, 365-378, 558 
deer riri iconography, features of 4 

deer гит ldfichana 15, 128n, 130, 161, 265, 


Deheda 407 

deity 5; Brahmanical 3, 5; Tantric 5 

Delhi 244, 252, 335, 339, 345, 355, 356, 421, 
426, 495; Sultanate, 405 

demi-gods 114, 121, pl 174B 

Deneck, М 5461 

eo S B 24n, 28n, 30n, 32n, 33n, 34n, 113n, 

n 


Deogarh, Lalitpur 30, 44, 122, 122n, 131, 


137, 175-179, 277, 278, 350, 352, 443, 
484, 484n, 596-598, pls 105, 106, 107, 


108, 379-382, fig IX 
Deogiri 319 
Deoli, Purulia 157 
Deopara, Rajshahi 264, pl 157A 
Depāka 357, 448 
derasars 431 
Desai, P B 455n 
Deshpande, M N 8, 12 
Deśi-gaņa 162 
Deulbhira, Bankura 155 
Deussen 19 
Deva 271; dynasty 448 
deva-dundubhi 150 


Devagiri see  Daulatabad, 
Yadavas of 32 


Devaki 65, 582 
deva-kosthas 209, 212, 216, 217, 218 


deva-kulikas 145, 147, 147n, 150, 171, 245, 
246, 280, 301, 302, 305, 307, 337, 341, 


343, 359, pl 235, fig XIII, XV 
Devakunjari, D 368n, 369n 
Devalabdhi 278 
Devangudi 228 
Devananda, Brahmani 65 
deya-nirmita rirt stüpa, Mathura 7 
Devapala 262 
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Aurangabad; 


Devapala Soni 251 


Devaraya 1 366; II 366, 369, 450, 455 
Devarddhi-gani Ksamasramana 133 


Devasa-no Радо 410, 414 E 5 A 
CET cO 


Devasena 278 

Deva-Süri 402 ec. > 
Devasvamin 578 Ec Е 
Devatà-mürti-prakarana 4T1 

deva-yimana 488 
Devendra-kirtti, Bhattaraka 351 ~ 
Devi- Candragupta 128 Noc 
devikula 52 

Dey, Sudhin 158n 

Dhaky, M A 145, 145n, 242n, 243, ж, 


247n, 248, 300n, 306n, 339, 339, 340, 
340n 


Dhamaghosa 52 ` 

dhammilla 228 

Dhamnar, Mandasor 192 

Dhanaicha, Morena 445 

Dhanapala 278 

Dhanbad, Bihar 157 

Dhandhuka 303 

Dhanesvara 278 

Dhanga 277, 444 

Dhangaraja 30 ў гааг E 

Dhank, Gujarat 136, 445 (tee 

Dhanpur 297 POT 

Dhar, Dhara, Dhara, MP 278, 351, : 9 
587 E- ER 

Dharanaka 357 : 

Dharani-vihara, Ranakpur 303, 306 

Dharapat, Bankura 263 ë 

Dharasena 90, 385 ç 


11n, 32, vi of vol П 
dharma 42, 514, 514n 
dharma-cakra 4, 44, s j 

127, 128, 128n, 13 

274, 478, 482, ‹ 


46, 47A-B 


Sec 
S 


INDEX 


Dharmavaram 449, 574, pl 261A 

Dharpal, Bankura 117n 

Dharwar 32 

Dhati-paficaka 330 

Dhataki-khanda 517, 518 

Dhauli, Puri 23, 25 

Dhavala 90, 182, 303, 385, 386. 411п; see 
also Sat-khandagama 


` Dhillika 241 


Dholaka 302, 305 

dhoti 137, 138, 151, 162, 413, 418, 419, 420, 
421, 422, 423, 466, 556 

Dhruva, K H 27n 

Dhubela, Chhatarpur 353, 557; Museum 
538n, pls 365-368 

dhüli-$àla 530, 532 

Dhümar-lena, Ellora 118, 312 

dhvaja 505, fig XXXVIII 

dhvaja-bhümi 531 

dhvaja-stambha 6, 227, 311 

200270 mudra 667212325, 127, 139, 


dhyanasana 144, 161 

Didwana 537n 

Digambara Jainism 26, 32, 33, 133 

Dik-pala(s) 143, 146,171, 216, 217, 293, 
206, 307, 318, 331, 340, 349, 434, 435, 

Dikshit, К N 6n, 117n, 118n, 121n, 442n 

Dikshit, Moreshwar 135, 135n 

Dikshit, S К 538n 

Dikshitar, V R Ramachandra 394n 

pavada temple, Mt Abu 360, 362, 363, 


Dinajpur 267 

dinara-mala 489 

Dipárnava 495, 513, 513n, 533n 
dipa-sikhas 487 

Div 303 


_ Divyavadana 72, 73n 
Ба оте 54, 55, 57, 336, 340, 343, 368, 369, 433, 


434, pl 187A-B 
ae 


amb 71, 77, 120, 323 
зу pls 170, 185 


drapery, use of—by Jaina monks 135 

Draupadi 465n 

Dravida 215, 216, 217, 219 

Dravida-sarigha 94, 185, 321 

dream-scenes, sixteen—of Mahavira’s mother 
292, 489 

Dronacarya 181 

Dronagiri, Chhatarpur 350, 352, 353 

Drstástaka-stotra 259 

arsti-stitra 495 

drum 55, 56, 57, 154 

Dubkund, Morena 444 

Dudhai, Lalitpur 277, 278 

Düladeo temple, Khajuraho 289 

Dulmi 157 

Dumarlena see Dhümar-lena 

Dungarpur, Rajasthan 362, 363; Art Gallery 
572 

Düngarasimha 445 

dupattà 418, 420 

Durga 346, 461 

Durgadeva 148 

Durgaraja 449 

Durjanpur, Vidisha 127, 168, 442, pls 57, 
58, 59 

Dusyanta 83n 

dvádasánga 44, 553 

Дуада$ага-Мауасакга 89, 89n, 135 · 

dvárá-pálas 82, 282, 283, 284, 291, 292, 340, 
428, 432 

dyara-sakhas fig XXXIX 

dyesa 42 

дуг-тагиках 590, 591, 597, pl 370A 

Dvivedi, H V 445n 

Dvivedi, Hariharnivas 252n 

Dvyásraya-kàávya 303 

Dwarahat, Almora 245, 337, 344 

dwarf 59, 60, 132 


ear-rings 137 

East Dinajpur, Bangladesh 153n 
Eastern Ghats 93 

Edakkal hill, Kozhikode 234 
edicts—ASsoka 70, 85 

Egypt 223 

Eka$sata Prabuddhacandra 159 
Ekasandhi 478n 

ekávali 128, 129, 132, 137, 139, 140 
Eladipattam cavern 101 
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Elapura see Ellora 

elephant rirt lafichana 14 

Elephanta cave 312 

Elliot, W 460n 

Ellora, Aurangabad 32, 38, 185, 191, 193, 
2241221112312; 319, 384, 455, pls 117, 
118A-B, 119, 120A, 121, 12250810589 124, 
col-ills 6. 11 

Enüru 375 

epigraph see inscription 

Eradukatte-basti, Sravanabelgola 317 

Erode Taluk 102 

Eruminatu 101 

Eruvadi, Tirunelveli 229 


Fa Hien, Fa-hsien 8n, 396, 396n 

Faith, Right 35 

falcon rirt Іайсһапа 15 

Fatehpur 245 

Fawcett, Е 234n 

Fergusson, James 8n, 11n, 74n, 118n, 223, 
223n, 337n, 357n, 359, 359n, 371n, 374n, 
529n 

festoon 332, 530 

Ficus Indica 63 

finials 154, 157, 214, 266, 368 

Firozabad, Agra 344, 345 

Fischer, Klaus 118n, 129n, vi of vol II, 376n, 
548 


Fleet, J F 29n, 128n, 442n, 484n 

flywhisk 154, 162, 232, 265, 368, 459, 473, 
553, 542; see also camara, cauri; -bearers, 
114, 129, 131, 309, 432, 547, pl 202; 
see also cdmara-dharini, cauri-bearer 

Freer Gallery, Washington 410 

frieze 82, 83, 123, 144, 146, 214, 216, 219, 
221, 282, 283, 288, 334, 433, 438, pls 31, 
32А-В, 33A-B, 300А-С 

Führer, А 10n, 52, 53 

furniture, domestic 428 


gacchas 185 
gada 67, 168, 172, 284, 287, 291 
Gadag 200, 314 
Gadarmal temple, Badoh 582 
Gada-yuddham 310 
· gagárakas 284 1 
Gahadavala(s) 30, 239, 240, 241, 242, 244, 
245, 251, 3 


Gai, G S 127n, 442n 
gaja-courses 248 
Gaja-Laksmi 146, 197, 220, 433, 450, ii 
gaja-prstha 325; -prsthakrti 220 
Gajapura 15 


gaja-sárdüla(s) 284 «< 
gajatalu(s) 144, 147, 282, 340 - E 
gaja-thara 295, 297 4s 
gana(s) 20, 28, 52, 73, 134, 286, 291 “ЖА 
Сапасагуа 20 a 


айша 23, 24, 114, 129, 131, 465, 484, 


Ganadhipa 252n 
Ganapati-vattam see Edakkal hill 
gandha-kuti 352, 484, 532, 533 
Gandhara 8, 8n, 137; —art 113 
Gandharvas 143, 144, 146, 350, 467, 4 
487; flying 158, 159, 160, 161, 190, 5: 
558;  máladhári- see maladhari-G 
dharvas р 
Gandhawal, Dewas 169, 2981, pls 98B, 182A ^ | 
gandhika 51 di 
Ganesa 4, 150, 162, 174, 253 


84, pl 33B, 84 Ё 
Ganga 168, 284, 286, 287, 291, 340, 475 | 2 
Ganga(s) 27n, 184, 459; —art 212, 218, 219, | 

222, 227, 330, 454; —kings, 33 — 15 
Gangaràja 224, 385 cv و‎ 
Gangaraya 316, 317 
Ganga valley 257 


Ganigitti-Jinàlaya, Hampi 327, 3 
garbha-grha 45, 154, 186, 221, 23 
279, 280, 281, 285, 288, 
318, 321, 323, 328, 33 
352,356, 358, 362, 3 
509 
Gardabhilla 10, col-ills 25B, D 
Gardabhi-vidyà col-ill 26 
garbha-muda 156 y 
Gargi-Samhita 9 
Garha 353 


INDEX 


Gautama-rsi shrine 229 

gavaksas 357 

gavanika-fashion 212 

 Gayà-Karna 444 

Gerasoppe 366. 272 
$ ои Ghanerao, Pali 143 

Pee Ghane$vara-Süri 148 

гћата 146 

Ghantai temple, Khajuraho 20, 279-284, pls 
164, 165 

ghar-derasars 430, 431 

Ghasidas Memorial Museum see Raipur 
Museum 

ghata 56; -pallava 146, 147, 168. 256 

Ghatge, A M 23, 90n, 445n 

Ghatiyala, Jodhpur 182, 445 

Ghosh, A бп, 70п, 78n, 117n, 118n, 119, 

119n, 120n, 123n, 124n, 164n 


| E Ghositarama monastery, Kau$ambi 4811 

к pe. Ghumli 304 

| ip Ghuri, Muhammad 34 

ie wen Girinagara Kathiawad 14n, 90; see also 
| м Сігпаг and Junagadh 

| М Girnar, Junagadh 31, 85, 89. 90, 133, 303, 
De 305, 357, 360, 361, 446, pi 238 

ү 53 Gita-Govinda 423n 

Ж ОТ Glasenapp, Н V 30n 


IE ; Goa 310 
j - goat гит lahchana 15 
Godapuram, Palghat 232, 233, 453 
Godasa 73 
Godhara 305 
j Goetz, Hermann 253, 253n, 338, 338n, 342, 
342n, 428n, 432n, 433, 433n, 539n 
Golakot 353 
Golakyantya 127 
Golconda 574 : 
Gold, use of—for painting 405, 40 
Gommata cult 350 


ommate$vara, Ellora 384; Karkal 374, pl 
also Bahubali 
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Gopikrishna Kanoria Collection, Patna 124 

Gopinatha Rao, T A 2311, 232n, 234, 234n 

gopura 212, 217, 322, 325, 328, 388, 522, pls 
207, 212B, 214 

Gorakshkar, S V 88n, 406n 

Gordon, D H 87n 

Gosala Mankhaliputta 23 

gosthis 28 

Gotama 16 

Govideva, Mahasamanta 318 

Govindacandra 240, 241 

Govinda-Süri 182 

grha-caityas 472 

graha, Nava- 153, 286, 298n, 349, 350, 
353, 562, pl 179 

grama-devatás 64 

grantha-bhandáras 394 

grasa-pattikd 282, 289, 292, 295, 298, 300 

Gray, Basil 412n 

Greek ambassador 49 

griya 212, 215, 328, 368 

ground-balustrade 55 

Growse 52 

güdha-mandapa 143, 144, 145, 146, 147, 247, 
250, 295, 296, 300, 301, 302, 305, 340, | 
341, 362, 509 9 

Gudar, Shivpuri 445 

Guerinot, A 28n 

Guhanandin 73, 118, 443 

Guhila(s) 355; Bhatrbhata I 182 

guild see nigama 

Gujarat 10, 27, 30, 31, 32, 34, 86, 88, 133, 
136, 241, 257, 308,309, 355, 360, 393, 
396,398, 399, 404, 405, 409, 410, 412, 
415, 428, 431, 436, 445, 556-557; wood- 
carvings of—pls 285-300, figs xxvi, xxvii 

Gulbarga 546, 574 

Guna MP 588 

Gunabhadra 469 

Gunacandra(-Süri) 239, 397 

Gunadhara 385 

Gunadhya 92 

Gunaratnasüri 88n 

Gunavayirkottam 95 

Guntur, AP 321 | 

Gupta, Parmeshwari Lal 72n, 121n, 2641 

Guptas 29, 30, 49, 52n, 107, 108, 110, 111, 
113 


Gurjara-de$a 243, 310; -Pratiharas 138 
Gurjara(s) 494; shrines 243 
Gurugala-basti, Mudbidri 455 


É 


Guruparvakrama 88п 

Guruvayankeri 374 

Gwaleswar temple, Un 297 

Gwalior 131, 132. 170, 192, 350, 353, 354, 
418, 419, 420, 421, 444, 445, pls 60, 
229 A-B, 310A ; Museum, 580 


Gyaraspur, Vidisha 144, 544, pls 100А-В, 
101, 102, 103, 104, 171, 321B 


Hadaway, W S 542n 
Haduvalli see Sangitapura 
Haertel, H 548, 548n 
Haihayas 30 


hair, locks of—falling on the shoulders of 
Rsabhanatha riri /dfichana 65, 72, 125, 
134, 138, 160, 484; falling on the 
shoulders of Par$vanatha 566; -style rirt 
[айсйапа 116 


Halder, R R 85n 

Halebid, Hassan 33, 44, 318, 332, 385 

Hallakarasu 321 

Hallur 197 

halo 66, 67, 114, 124, 127, 129, 137, 138, 
139, 151, 159, 162, 168n 

Hampi 332, 366, 367, 368, 376, 450, pls 247, 
248, 249A 

hamsa-valabhi 216 

Hamsavijaya 414; collection, Baroda 410 

Handa, D 539n 

Handiqui К К 53n 

Hangal 310 

Hansi 250 

Hanuman 288 

Hanamkonda-Warangal area 311 

Hanumakonda 320, 322, pls 205B, 206A-B 

hara 212, 216, 217, 218, 219 

ћагаптага 220 

Harappa 87, 479; times rirt Jainism 21 

Hardinge 52 

Hardwar 251, 252 

Haribhadra(-Süri) 86n, 91, 91n, 182, 467n 

Harihara 365, 387; II, 329, 366, 368, 450 

Harinaigamesin 65, 121 

Harisena 54n, 135 

Hariti figures 151, 153, 170 

Harivamša 50 

Hari-vamsa 487n, 489n; -purána, 182, 472n, 
473n 

harmya-prastara 216 

harmya-wall 216, 219, 220, 221 
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Harsavardhana 30, 184 

Harsukh Rai 345 

Haryana 241, 259 

Hassan, Karnataka 330 

Hastinapura, Meerut 15, 16, 242, 251 

Hastisala, Mt Abu 308, 446, pl 201 

Hatadiha, Cuttack 163 

Hathi-gumpha, Udayagiri, Puri 26, 74, 80, 
81, 82, pl 34 

Hathras, Aligarh 87 

Hathundi 182 

Hatthinaura see Hastinapura 

Havell, E 30 

head-dress, Kushan 128, 129 

Hellenistic culture 49 

Hemacandra(-Siri) 31, 85n, 86, 87, 241, 
303, 400, 469, 470, 476n, 479, 482, 487, 
490, 491 


Hemadpanthi 311 
Hemadri 311 
Hemakütam hill, Hampi 368, pls 248, 249A | 
Hemaraja 339 i 
Heracles 49 | 
Heragu 318 
heron rirt lafichana 14 | 
Himalayan hills 245, 250 
Hinduism, Puranic 275 | 
Hiranyakasipu 307  . | 
Hiravijaya 34 { 
Hiriyangadi, Karkal 371, 455 | 
Hiuen Tsang 4n, 8n, 118, 119, 152, 159, 164 | 
Hmwaza, Burma 268, fig XIX | 
horse rirt lanchana 14 | 
Hosa-basadi, Mudbidri see Tribhuvana-Cüda- | 

mani-basadi | 
house, classes of 500-501 | 
Hoysala(s) 33, 200, 201, 207, 311, 313, 

315-319, 329, 330, 331, 385, 454, 459, 460 
Hulli Dandanayaka 385 
Humcha, Shimoga 319 
Hultzsch, E 525n 
Hwui-Li 4n 


Hyderabad, State Museum 573-574, pls 
359A-B, 360, 361A 


iconography 24, 122, 123, 252; concepts of— 
4; Jaina—45, 65, 127, 136; source-material 
of—465-93 

Idar 303, 405 


| ВРЛИ 
ç Dow 


INDEX 


Idhaka 159 

Iksvaku 19, 385 

Ilan-Gautaman 210, 211, 381 

Ilahgo Adigal 231n 

Пауат 101 

Ilyapadaran 103 

Immadi-Bukka 450 

India—central def 10; 140, 28, 29, 30, 
168-179, 245, 277-299, 336, 349 ;Deccan def 
10; 14n, 28, 32, 34, 184-201 ; east def 10; 
29, 152-167, 261-276, 346-348, 557-558; 
north def 9-10; 28, 29, 30, 143-151, 239- 
60, 335-345, 415-427; south def 11; 7, 11, 
13, 14, 207-235, 431, 558-559; west def 10; 
7, 14, 28, 29, 133-140, 300-309, 355-364, 
412-415, 426 

Indianization rirt development of Indian art 


Indian Museum, Calcutta 155, 166, 169, 275, 
545, pls 160A, 311B 

India Office 408 

Indirakula-grha 316 

Indore 353; Museum 296 

Indra 38, 136, 169, 208, 477, 483, 518, 519, 
522, 529, pl 280A, col-ill 29 

Indra III, IV, Rastraküta 32, 449 

Indrabhüti Gautama 385 

Indragiri, Sravanabelgola 222, pl 131 

Indra-mandapa, Satrunjaya 305 

Indranandin 476, 479 

Indra-sabha cave, Ellora 188, 189, 190, 312, 
384, pls 117, 118A 


Indra-yasti 482, 490, 491 


inscription(s) 53, 109, 118п, 123, 127, 135, 
136, 138, 139, 140, 161, 162, 207, 209, 
211, 213, 222, 224, 225, 226, 227, 229, 
230, 231, 234, 240, 241,248, 255, 278, 
299n, 316, 317, 319, 320, 324, 327, 363, 
367, 369, 370,371, 372, 373, 374,381, 
387, 399, 401, 431, 441-455, 484, 542, 543, 
548, 555, 560, 561, 562, 563, 567, 576, 
578, 587, 588; Abu (Mount) pl 301B; 
Adur (Dharwar) 32; Aihole (Bijapur) 32; 
Akota 139; Amohini 67; dydga-pata 55, 
57; Barli (Ajmer) 85; Bayana (Bharatpur) 
148; Belur Taluk 33n, Bhinmal 85; Bijoli 
248, 249, 253; Brahmi 93, 94, 96-99, 101, 
102, 225, 457, pl 39A; Bukka I 365; 
Bundelkhand 30; Cera 230; Gunanandin 
177; Hathi-gumpha cave 74, 82, 441; 
Kahaum pillar 29, 107; Kalyani Calukyas 
32; Kaniska 66; Kannada 188; Kankali- 
tila 134; Kharavela 24, 26, 74, 76, 
78,82; Kumaragupta I 128; Kurikyal 
pl 302; Lakshmeshwar (Dharwar) 32; 
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Mangulam p! 39A; Marukattai 100; 
Mathura 29, 73, pl 47B; Meguti 
temple (Aihole) pl 303; Mungthala 85; 
Pabhosa (Allahabad) 10n, 441 ; Paharpur 
(Bangladesh) copper-plate 118; Pala 
(Poona) 88n; Pulake$in II 195, 196; 
Pandya 208; Ramagupta 127n, 442; 
Sodasa pl 301A; Sonbhandar cave 89n, 
119; Sravanabelgola 92, pl 304B; Tamil 
225; Tirunatharkunru pl 304A; Udaya- 
girl cave (Puri) 29; Uddyotakesarin 163; 
Vatteluttu 228, 229, 232, 233; Vikrama 
Cola 326; Vikramaditya IV 313; Vira- 
nandin 169; palaeography of—137; riri 
läñchana 116 

Ionia, rirt Rsabhanàtha 4n 

Irattaipottai rock 229 

Iringalakuda, Trichur 233 

Irivabedanga 310 

Гога 368 

Irugapavodeya 450 

Irugappa 324, 327, 366, 388 

Irukkuvels 184 

]rungonadeva-Cola 367 

Irunkunram see Alagarmalai 

І<апа 240, 252n 

Islam 346, 365; Islamic invasion 310 


Jabalpur 169, 297 

Jacobi, Hermann 22n, 72n, 73n 

Jadyakumbha 143, 281, 286, 289, 295, 298, 
300 


Jagaddhara 341 

Jagaduša 305, 306 

Jagannatha-sabha, Ellora 189, 190 

Jagat, Udaipur 145, 571 

jagati 233, 278, 281, 289, 295, 302, 311, 312, 
314, 316, 362, 505, fig XXXI ;- рпћа 356 

Jagatsagar 577, 578 

Jahangir 34 

Jahangirnagar see Dacca, Bangladesh 

Jaina Councils 133 

Jaina institutions, conversion of —98 

Jain, Bhagwan Das 495n, 533n 

Jain, Balabhadra 345n 

Jain, Chhotelal 118n, 386 

Jain, C В 476n 

Jain, Hira Lal 7n, 10n, 11n, 17, 17n, 18, 70n, 
90, 90n, 129n, 393 

Jain, Jagdish Chandra 86n, 87n, 88n 


CC-0. Gurukul Kangri University Haridwar Collection. Digitized by S3 Foundation USA 


Jain, Jyoti Prasad 12, 40n, 58n, 65n,67n, 
119п 


Jain Kailash Chand 148n, 249n, 341п, 343n 

Jain L C 12 

Jain, Muktyanandsingh 533n 

Jain, Niraj 129n 

Jain, P C 408 

Jain, Rajaram 418 

Jain, Shrimati Rama 13 

Jain, Shri Shanti Prasad 13 

Jain, Virendra Kumar 12 

Jaipur 343, 446; Museum 572, pls 152, 358B 

Jaisalmer 255, 336, 340, 342, 362, 395n, 397, 
399, 400, 401, 404, 407, 525, pl 223 

Jaita 363 

Jaitugi 311 

Jakkhaydyatana 481 

jala-kridà 61 

jala-pranálikás 509 

Jaleswar, Balasore 161 

jáli-pattern 56 

Jalor 86, 182, 303, 394, 446, 447 

jama 418, 419, 420, 421, 422, 423, 433 

Jambü-dvipa 517, 518, 519 

Jambusarnda 22 

Jambüvijaya, Muni 89n 

Jamnagar 414 

Janaka 17 

Janakpur, Nepalese Tarai 23, 24 

Jananathapuram, Thanjavur 228 

jangha 143, 144, 146, 156, 171, 172, 178, 243, 
247, 279, 285, 286, 287, 289, 294, 296, 
298, 300, 303, 336, 340, pl 104 

Jasahara-cariu 413, 419, 420, 421, 423, 424; 


illustrations from—pls 280B, 281B, col- 
ills 33, 34 


Jaso 577, 579, pl 367A 

jata, jata-bhara, jatà-mukuta 5, 153, 155, 158, 
160, 161, 164, 263, 293, 557 

Jataka 480n ;—Jaina 308 

Jatasimhanandin 395, 468n 


Jattappa Nayakana Candranathe$vara-basti, 
Bhatkal 372 


Jaunpur 241 ; 421 

Javalipura 447 

Javari temple, Khajuraho 289 
Jayacandra 585 

Jayadaman 29, 90 


Jaya-dhavalá 385, 411п; see also Maha- 
bandha 


Jayantavijaya, Muni Sri 85n 


^ 
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Jayasimha 31 

Jayasimha-Süri 182. 

Jayaswal, K P 71n, 85n 
Jayavarman 277 
Jaya-Vijaya-gumphā, Udayagiri, Puri 81 
Jayavira Perilamaiyan 213 
Jejakabhukti see Bundelkhand 
Jerkaj lines 363 

Jerosoppa 312 

Jhanjhana 351 

Jhewari, Chittagong 267, pl 160A 
Jholika-vihara 303 

Jiaganj, Murshidabad 347 


Jina, Arhat, Tirthankara 14, 161, 162; 


Abhinandananatha 343, 485, 560, 585, 
587, pls 87, 94A; Adinatha see Rsabha- 
natha; Ajitanatha 14, 110, 149, 157, 160, 
161, 162, 166, 180, 264, 265, 328, 332, 
431, 485, 560, 580, 582, 587, 591, pls 
158B, 373B, fig VI; Anantanatha 15, 
316, 469, 562; Aranatha 15, 66n, 
157, 298, 371, 445, 469; Aristanemi 
see Neminatha; Candraprabha 15, 44, 
125, 151, 154, 154n, 157, 163,. 166, 
212, 213, 233, 264, 275, 288, 320, 329, 
353, 370, r442, 443, 444, 469, 561, 574 
585, 587, 5 92, 599, pls 54A-B, 92A, 161B 
162B; Dhamanatha 15, 169, 562, 591, pl, 
97А; Kunthunatha 15, 158, 264, 298, 343, 
445, 450, 453, 562; Mahavira 3-4, 14, 16, 
21-24, 44, 50,65-67, 69-10, 72, 73, 85, 86, 
87,90, 97, 100 113, 119, 123, 124, 130, 
133, 136, 154, 154n, 158, 160, 161, 165, 
166, 170, 187, 188, 193, 198, 199, 213, 
216, 217, 225, 226, 228, 230, 231, 232, 
234, 264,265, 266, 274, 313, 325, 326, 
327, 328, 331, 340, 353, 376, 385, 386, 
388, 397, 398, 400, 402, 435, 442, 445, 
451,452, 453, 465, 466, 468, 472,474, 
475, 480, 483, 484, 486, 488, 491, 501, 
539, 540, 541, 547, 563, 567, 570, 573, 
575, 576, 577, 580, 590, 594, 597, 598, 
599, 600, pls 62, 136A, 313, 318A, 325B, 
349A-B, 359B, 373A, 383B, 384A, col-lil 
27; Mallinatha (Dig.) 15, 227, 371, 443, 
470, 562, 575, 591; Malli (Sve.) 15; 
Munisuvrata 7, 16, 53n, 66n, 70, 151, 
162, 165, 371, 469, 469n, 545, 563, 572, 
578, 588, 591, pls 90A, 152, 358B; 
Naminatha 16, 265; Neminatha 14n, 16, 
17, 44, 50, 66, 108, 113, 114, 122, 123, 
124, 128n, 130, 134, 148, 150, 154n, 158, 
162, 164, 166, 218, 220, 227, 229, 240, 
264, 303, 318, 326, 328, 329, 389, 
401, 403, 404, 438, 442, 468, 468n, 469, 
469n, 470, 484, 486, 513, 541, 544, 545, 


556, 563, 564, 572, 573, 578, 579, 580, 


“s 


Ju 
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595, 597, pls 47A, 53, 86, 149, 193, 336B, 
367B; Padmaprabha 15, 123, 124, 326, 
442, 443, 469, 539, 561, 584; Par$va- 
natha 16, 17, 21, 22, 23, 29, 30, 43, 
44, 50,65-66, 72, 83n, 87, 97-99, 109, 
113, 117n, 121n, 123, 124, 128, 129, 130, 
131, 144, 147, 149, 150, 153, 154, 154n, 
155, 157, 158, 160, 161, 162, 163,165, 
166, 169, 180, 181, 182, 187, 189, 190, 
191, 198, 209, 213, 214, 218, 221, 222, 
225-232, 234, 239, 248, 249, 250, 252, 255, 
262,263, 264, 265, 266, 274, 275, 287, 
289, 303, 314, 317, 318, 320, 322, 326, 
327, 340, 346, 360, 369, 377, 387, 401, 
404, 431, 435, 442, 445, 453, 466, 469, 
469n, 474, 484, 486, 541, 544, 546, 547, 
549, 551, 552, 553, 555, 558, 563, 565, 
568, 569, 572, 573, 574, 575, 576, 580, 
582, 583, 586, 587, 588, 589, 590, 594, 
596, 597, 598, 599, 600, pls 37, 55B, 64, 
84B, 86, 94B, 110, 115, 118A, 135B, 
148В, 153, 161A, 181B, 196, 206A, 217A, 
246, 319A, 320, 321B, 323A-B, 327A, 
335, 336A, 340A, 354A, 355, 362B, 371B, 
376B, 377A, col-ill 32; see also Naugaja; 
Puspadanta 15, 150, 157, 170, 318, 326, 
442, 469. 591, pl 80A ; see also Suvidhina- 
tha; Rsabhanatha 4n, 14, 18, 19, 30, 43, 
44, 63-66, 72, 91, 108, 109, 113. 125, 130, 
134, 135, 138, 139, 147, 152, 153, 154, 154n, 
155, 157, 158-159, 160, 161, 162, 163, 165, 
166, 169, 170-171, 180,181, 182, 218, 225, 
229, 251, 257, 262, 263, 264, 265, 274, 
279, 287, 292, 314, 316, 317, 318, 323, 
327, 329, 337, 340, 351, 353, 376, 389, 
431, 442, 443, 445, 453, 468, 468n, 472, 
483, 484, 485, 486, 540, 541, 542, 544, 546, 
548, 557, 558, 559, 566, 568, 570, 572, 
575, 578, 579, 580, 581, 582, 583, 587, 
589, 591, 592, 593, 596, 597, 600, pls 22B, 
46, 47B, 55A, 56, 63 65A, 66A, 67B, 
81A, 83A, 84A, 88, 90B, 114B, 158A, 
160B, 282B, 318A, 325A, 338A, 341, 351, 
353B, 365A, 376A, 378B, 380A-B; Sam- 
bhavanatha 14, 66n, 161, 162, 329, 340, 
443-444, 485, 584, 591, pls 87, 327B, 373B; 
see also Sobhanath; Santinatha 15, 44, 
66n, 113, 148, 149, 151, 153, 156, 157, 158, 
160, 161, 163, 166, 169. 170, 178, 182, 218, 
240, 251, 262, 265, 274, 278, 296, 298, 
298n, 309, 316, 318, 331, 340, 352, 353, 
366, 367, 442, 443, 445, 449, 455, 545, 
553, 562, 578, 582, 587, 589, 591, 594, 
595, pls 84A, 85B, 281A, 334, 365B, col-ill 
35; Sitalanàtha 15, 431, 469, 561, 591; 
Sreyathsanatha 15;  Sumatinatha 14, 
148, 170, 189, 190, 560, 597, 598, pl 383A ; 
Supar$vanatha 15, 50, 161, 163, 229, 251, 
318,329, 331, 377, 387, 431, 452, 466, 
` 469, 469n, 543, 559, 561, 575, 598n, pl 
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340B; Уагдћатапа see Mahavira; Vāsu- 
püjya 15, 317, 320, 325, 326, 431, 468n, 
469; Vimalanatha 15, 264, 319, 453, 56], 
pl 333; birth of—pls 272B, 275A ; images 
of—3, 4, 6, 37, 65, 119, 122, 123, 127, 
140; 254, 199n, 330, 331, pls 17, 43, 
44, 45, 48, 49, 50, 51B, 57, 58, 59, 60, 61, 
66B, 67A, 76, 77, 92B, 133, 135A, 136B, 
137A-B. 138, 139B, 142, 150, 178, 181A, 
198B, 202, 206B, 216, 218B, 227,228, 229, 
256B, 257A, 312A, 315A, 322, 326, 328A, 
329A, 339B, 342A, 350B, 370B, 371A, 
379, fig XVI, XVIII; lustration of—pl 


272A; paficamusti-loca of—pl 275B; 
parents of— pl 163 
Jinabhadra-gani Ksamasramana 138-39, 


139n, 140 
Jinabhadra, Vacanacarya 138, 181 
Jinacandra-Süri 252 
Лрадаза 86 
Jinadatta(-Süri) 239, 319, 397, 398, 399-403, 
col-i]] 22 
Jinadeva-Süri 335 
Jina-kalpa 470 
Jina Капа see Tirupparuttikkunram 
Jina-Kasi see Mudbidri 
Jinapala-Süri 249 
Jinapati-Süri 240, 250 
Jinaprabha(-Süri) 50, 50n, 107, 107n, 335, 
525n 
Jinaraksita col-ill 22 
Jinasattva 136; cf. Bodhisattva 
Jinasena, Jinasenacarya 32. 182, 252n, 395, 
469, 472n, 483, 484, 484n, 487n, 489n 
Jinavallabha 449 
Jinavara-vihara, Dhar 278 
Jinavijaya, Muni 50n, 107, 335n, 398, 401, 
403, 404, 407, pl 275A 
Jinesvara-Suri 278 
Jivananda Vidyasagar 480n 
Jivantasvamin 4, 86, 136, 137, 180, 466, 553, 
572, pls 65B, 68B 
Jivapaesiya 24 
Jnanpith, Bharatiya 3, 8, 9, 12 
Jhana-Sambandar 208, 457n; see 
Tirujfiana-Sambandar, Sambandar 
Јпата-гшта 403 
Jodhabai Mahal, Fatehpur Sikri 337 
Jodhpur Museum 572, pl 357A 
Jogimara-Sitabenga caves 10, 381n 
Johnson, E H 491n, 492n 
Johnson, Helen 487n 
Johrapurkar, V 394n 


also 
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Jorapukur, Purulia 157 

Joshi, Arjun 159, 159n 

Joshi, E B 50n 

Joshi, M C 12, 245n 

Joshi, МР 115n 

Junagadh, Gujarat 17, 29, 89, 133 
Jvalamalini-kalpa 416 


kacana 98 

Kaccha 389, 498 
Kacchapaghatas 30, 277, 444 
Kadakadiyaraiyar 451 


Kadalaya-basadi, Hanumakonda pl 205B, 


322 
kadamba-flowers 59, pl 8B 
Kadambas 27, 310, 454 
Кадага 324 
Kadwaha 177 
Kagali pl 383A-B 
Kahaum(n), Gorakhpur, pillar 29, 442, 484 
Kailasa 14 


Kailasa, Brahmanical temple, Ellora 188, 


193, 194, 398 
Kajangala 22 
Kajulur 377 
Kakandinagara 15 
Kakatiyas 310, 311, 319-323, 331 
Kakatpur, Puri pl 162B, 275 
Kakkuka 445 
Kakkukaraja 182 
kaksa-sdala 499 
kaksdsana 144, 193, 198, 200, 315, 317, 323 
Kakutsthavarman 27 
Kalabhras 451 


Kalacuris 32, 169, 277, 297, 310, 311, 454, 


577, 579, 588 


Kalakacarya 10, 10n, 27, 28, col-ill 25A, C, 
28C 


Kalakacarya-katha 405, 406, 407, 408, 409, 
2n illustrations  from— col-ill 25A-D, 

kala-makara 218 

kalasa 143, 158, 220, 290, 298, 458, 459, 461, 
462, 505, fig XXXVII 

Kalidasa 195 

Kalika 14 | 

Kalinga 25, 26, 27, 73, 74; -Jina 74, 441 

Kalinjamalai see Arittapatti 


Kallil, Ernakulam 232, 234, pl 140A-B — 
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Kalpa- Cürni 86n ^: 
kalpa-druma, -vrkga 124, 153, у. 4 
518, 531 š 
Kalpa-sütra 16, 65, 73, 134, 405, 
408, 409, 410, 411, 414, 427, 469, 
484, 486, 488; illustrations from- 
26, 27, 28A-B | 


Kalpa-sütra-Sthavirávali 88n,91 | Bo 
Kalpavasi-devas 385 
Kalpetta 234 


Kalugumalai, Tirunelveli 97, 209, i 
137A-B, 138, 234 


Kalyanadevi 159 
kalyánakas 253 
Kalyanapura 495 ara 
Kalyanavijaya, Muni 86n, 89n = э Я 
Kalyani caye 32, 310, 311, 312, 315, 3X , 
Kamadeva 395,pl 265A 
Kamakoti-pitha 326 E 
Кашакя temple, Siva-Kafici 326 — _ 
Kamala-$ri pl 2788 3 
Kaman 147, 148 

kamandalu 287, 288 

Kamatha 43 

Kambadahalli 220, 221 
Kambadur 320, 321 
Kambalika- tirtha 135 
Kamesyara temple, Auwa 144 
Kampil (Kampilyapura), Farru 
kampas 233 ó 
Kampavarman 451 
Karhsa 65n | 
Kamyaka-gaccha 148 
Kana see Kanhaj 
Kanakamuni, stüpa of 


Капа, Kanchi ) 


Jd Kannikapuram, Chittoor 103 
|. Kanpur 245 
Kantabenia 153, 262 
_ kantha 233 | 
Kantisagar, Muni 4n, 5n, бп 
Kantivijaya, Muni 410, 411 
Kanyakubja 242 
Kanyaà-kumaris 523 
Kapadia, M 412n 
Kapardin 302 
"a kapota 145, 146, 186,212, 214, 219, 281, 
š 286, 289, 290, 295, 300, 314 
j Karandai, North Arcot 98, 325, 326, 453 
karanda-mukuta 168n, 282, 293, 539, 545, 
559 


Karanja pl 311A 

Karcha 588 

Kardama 148 

kari-makara 284, 292 

Karitalai, Jabalpur 588, 589, 591, pls 373A-B, 
374A-B 


375, 454, 455, pls 252A, 254A, 255 
Karkaraja Suvarnavarsa 31 

` karma-bhümis 472n, 518, 529n 
Karmans 41, 42, 44 
Karma-Simha 361 
Ката 143, 145, 146, 311, 314, 502. 
karna-küta 146, 216, 217, 219, 220, 221 
karna-ratha 290 ў 
_ karna-$rngas 340 
; ataka 10, 18, 32, 34, 92, 94, 181, 214-230, 
314, 321, 454, 455, 457, 459 


ıdi, Madurai 99, 452 
ami, Uttamapalaiyam 229, pl 


Karkala 224, 312, 366, 368, 370, 371, 374, · 


А 


 Khimvsar, Nagaur 572 


>а 
M ~ 


katila-patravali 151 

Katjhuri (river) 163 

Katta]e-basti, Sravanabelgola 214, 317 

kattu 220, 235 

Katukaraja 240 

Katyüri rajas 343 

Kaula-Pasupatism 6 

Kausambi, Allahabad 4, 15, 16, 22, 150, 241, 
242, 251 

kaustubha-mani 294 

Kavadidvipa 310 

Kaveri 95, 184 

Kaverippümpattinam 95 

Kavuti-Iten 101 

kayotsarga-pose, khadgásana 21, 37, 66, 71, 
72, 87, 112, 124, 131, 137, 138, 150, 
153, 154, 155, 156, 157, 158, 159, 160, 
161, 222, 232, 255, 262, 263, 274, 468 

Kemla, Bulgaria 254 

Kendua, WB 155, 157 

Kerala 10, 95, 230, 231-235, 388, 450, 457 

kesa-vallari 125 

Kesavayya Зе 313 

Keshoraipatan 278 ‘ 

Kesin 16, 18 D 

kevala-jfiana 29, 44, 90 

kevala-tree 677 

Kevalin 17 

khadgasana see kàyotsarga-pose 

Khajuraho, Chhatarpur 5, 30, 118n, 272, 273, 
277, 278-295, 489, 578, 593, 594, 595, 596, 
pls 375, 376,377, 378 

Khalla Subhacandra 162 

Khambhat 182, 300, 305 

Khandagiri caves, Puri 4, 77, 81, 93, 161, 
162, 165, pls 26, 27, 28, fig 3 

Khandalavala, Karl 408n, 409n, 414n, 420n, 
421n, 423n, 425, 426n 


-Khande Rao 434 


Khandesh 311 
Khaputa, Arya 89 
khara-sila 289 
Kharatara-vasati, Mt Abu 446, 485 
Kharavela 10n, 74, 76, 83. 441 
khátikà-bhümi 531 

khattaka 145, 240, 302, 305 

Khazana Building Museum, Golconda 574 
Kheda, Marwar 339 

Khiching Museum pl 161A, 274 

Khilji(s), *Alau'd-Din 34, 310 


khura 156, 281, 282, 289, 292 
kicakas 143, 145 

Kidangil, South Arcot 452 
Kilakkudi 97 

Kilavalavu, Madurai, 99 


Kil-Sattamangalam, Wandiwash Taluk, 


North Arcot 451, 453 
Kimpurusas 473, 487 
Kinalur, Kozhikode 231n 
Kinnaras 350, 473, 487 
kiosk 338, 423 
kirita-mukuta 284, 286, 287, 293 
Kirttigiri see Deogarh 
kirttimukha(s) 146, 147, 174, 281, 282, 283, 
290, 291, 292, 542, 552) 
Kirttisimha 445 
kirtti-stambha 250 
Kirtti-stambha, Chitorgarh 339, pl 219 
Kirttivarman 278 
Kishangarh, Rajasthan 343 
Klatt, Johannes 28n 
Knowledge, Right 35; infinite 43 
Ko-Atan Ceral Irumporai 230 
Kodanda-Rama 216 
kodungai-ribbings 313, 328 
Kodungallür 95 
Kogali, Bellary 598 
Kotha, Mandsaur pl 234B 
Kollam 234 
Kolhapur 32, 33 
Kollipaka, temple 320, 323 
Kondivate, Maharashtra 79 
Kongalvas 366, 454 
Konganivarman 1 459 
Kongar Puliyangulam 97 
Koñgu country see Coimbatore 
Kongu-mandalam 212 
Kongunivarman 27 
Konow, Sten 119 
Kopperufijinga 324, 327 
Koraput, Orissa 161 
Korta 182 
Kosala, South 588 
Kosam, Kosambi see Kausambi 
Kota, Rajasthan 343 
Kotivarsa, Kotivarsiya 73 
Kottiyya-gana 29 
Kotyarya 139n 
Kovilangulam 214 
Kozhikode 231n 


| Krşna II 22; III, 193, 227 


Krishnan, K G 20 


Krsna 17, 49, 66, 15 
186А 


Krsna-Baladeva 114 
Krsnadevaraya 366,388 — = 
Krsnasramana, Arya 133 —— 
Ksatrapa 29, 133 EN 
Ksatriya 16 nem 
Ksemakirtti 587 фа? 


ksipta-vitana 144, 286, 296, 
ksudra-nasikas 220, 221 c 
Kubera 146, 147, 149, 153, 29, < 
Kubja Visnuvardhana 184. 
Kudalmanikkam temple, 
Küdepa 76 хД 
kudmala 318 Ee. 

Kudukka (Coorg) 26 — Bg. | 
Kudumiyamalai Siva temple 2 
küdu(s) 214, 219, 281 
Kuhur, Thanjavur 228 2 ihe $ 


Kukkutahi 172 E... 
kukkuta-sarpas 222 ————— 
Kulacandra 162 — — — 
Kula-devatás 44 — 
kulah 423 рај 


kulas 28, 52, 73, 
Kulittalai Taluk 


INDEX 


kumbha-purusa 144 

Kumbha, Rana 338, 339, 343, 356, 357 

Kumbharia, Banaskantha 302, 307, 308, 488, 

pls 189, 313 

kumbhika 281, 282 

Kumrahar 121, 126 

Kumudacandra 401, 402 

Kumulür 101 

Kunala 25 

Kunavay 95 

Kunavayirkottam 95n 

kunda-dharas 473 

Kundagrama, Vaisali 16, 22, 69 

Kundakundacarya 185, 477 

Kundala-vara 518 

Kundalpur, Damoh 168, 352, pls 93A-B, 
* 94A-B 

Kuüniya see Ajatasatru 

Kunnakkudi 99 

Kunnattur 98 

Кип Pandya 208, 457 

kunru 102 

Kupbal, Mysore 576 

Kuppalnattam 99 

Kuppatur 366 

Kura 97 

Kuraishi (Quraishi), МН 70n, 117n, 118n, 

119, 119n, 120n, 121n, 123n, 124n, 164n 

Kurandi, Ramanathapuram 98, 452 

Kürcaka 27 

Kurikyal, Karimnagar 449 

Kurkihar, Gaya 161 

kürma-silà fig XXIX 

Kurnool 321, 450 

Kushan 28, 29, 49, 51, 52, 57, 59, 62, 128 

kütachadya 295, 296, 300 

Kutch 88 

Kuvalaya-mala(-kahá) 182, 394 

Kuvara-vihara 447 

Kyanzittha, Burma 269 


L D stitute of Indology, Ahmedabad 404n, 
7 


Lachhagiri, Allahabad 150, 443 
Ladha 72 

Lad Khan temple, Aihole 372 
Ladol, Mehsana 556 
Laghu-dravya-sangraha 278 
Lahore 423n 


Lakha, Rana 356 

Lakhanadon, Seoni pl 181A-B, 298n 

Lakkundi, Dharwar 200, 310, 312, 313, 314, 
454, pl 203A-B 

Lakshmeshwar, Dharwar 310, 312, 314, 377 

Laksmana 14 

Laksmana temple, Khajuraho 272, 277 

Laksmana-vihara, Jaisalmer 341 

Laksmi 292 

Laksmidhara 578 

Laksmi-mandapa, Laksini§vara-mandapa 322, 
367; see also Sri-mandapa 

Laksminivasa 148 

lalata-bimba 145, 235, 286, 287, 315, 322, 340, 
450 

Lalatendukesari see Khandagiri caves 

Lal, D 537n 

Lal-Darwaza Masjid, Jaunpur 241 

Lalitakirtti 365 

lalitásana 264, 288, 293 

Lal-Mandir, Delhi 345 

Lal-Shah-ka-Mandir, Amer;249 

lafichana 4, 14, 65, 66, 72, 116, 128, 443, 469, 
470; absence of—in Gupta age 115 

Latapalli 447 

Lathondungri 157 

lattice 97 

Laukantika-devas 389 

Гаиг-Сапаа 420, 421, 423n 

Lavana-samudra 517n 

layanas 208 

ledge 76, 94, 96 

Lohuizen-de Leeuw, J E van 52n 

Lefmann, S 115n 

Lemaythna, Burma 268, 269, fig XIX 

Lepa 363 

libraries, monastic 394 

Library, Central Archaeological, New Delhi 
13 

Licchavis 69 

linga 5, 138, 331; see also Siva-linga 

Lingayat 207 

lintel 77, 156, 291, 428, 429, 432, 458 

lion rirt /áfíichana 16, 44, 130, 283 

lion-capital 61 

Lister, E 348n 

Logassa-Sutta 470 

Lohaggata see Lohardaga 

Lohanipur, Patna 3, 4, 5, 26, 71, 87, 465, 474 

Lohardaga, Ranchi 23, 276 
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[ойазапа 173 

Lokaditya 209 

lokakása 514 

Loka-svarüpa 43 

Loliga 248, 249 

Lollaka see Loliga 

Lona$obhika 52, 91 

Longhurst, A H 40n, 367n, 368n 

Los Angeles County Museum of Art 543, 


549, 550. 551, pls 328 A-B, 329B, 333, 
334 


lotus 132; blue rirt Јапсћапа 16; 
Јапсћапа 15; -scrolls 168 


Lucknow, State Museum 9, 54, 55, 56, 107, 
149, 150, 490, 491, pls 2A, et passim 


Lüders, Н 511, 52n, 53n, 61п, 63n, 65n, 66n, 
67n, 4411 


lumäs 281 
Lumbā 363 
Lüna-vasahi, 
190, 191, 
lustration 331 
Lutherva temple, Jaisalmer 362 


: flower, rirt 


Mt Abu 305, 309, 362, 446, pls 
192, 193, 194, 195, 201, 309 


Macdonell A A 479n 

Macikabbe 316 

Mackay, E J 87n 

Madanavarman 30, 277, 278, 578 

Madanpur 277, 278 

Maddingudi, Aihole 199 

Madevi 451 

müadhavi-creeper 222 

Madhuban, Bihar 529 

madhya-bandha 281, 289 

MadhyadeSa 49, 51; def 242; 243, 259 

Madhyamika see Majhamika 

Madhyama-Pava see Pavapuri 

Madhya Pradesh 10, 428, 445, 556 

Madra 29, 442 

Madras Museum 230, 331, 
598-600, pls 383, 384 

Madura 33 

Madurai, Tamil Nadu 93, 94, 101, 
457; District 96-99; Taluk 96-98 

Madurai ASiriyan see Ilan-Gautaman 

madyangas 487 

manyangas 487 

Magadha 25, 26, 69, 70, 
empire 49; king of 10n 

Maghanandi-Bhattaraka 455 


332, 449, 452, 


133, 441, 
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184, 381, 


480; 
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Mahabalipuram 190, 220, 225 
Maha-bandha 411 

Mahabharata 17, 20, 480, 493 

Mahadeva 311 

Mahadevan, I 100n, 230n, 450n, 457n 
Maha-dhavalà 385 

Mahdjanaka-Jataka 17 M 
Маћакасећа 389 

Mahakali 14 

Mahakosala 277, 297 

Mahakuteswar 895 

mahd-mandapa 173, 186, 212, 234, 235, 279, 


280, 281, 282, 284, 314, 315, 322, 323, 
327, 328, 361, 368, 369 


Mahameghavahana 74, 76 

Mahanandi 321 

maha-nasika 212 

Mahá-parinibbána-suttanta 39 

Mahapatra, ВР 163 

Mahaprabhus 366 

Майа-ригапа 416, 417, 420, 421, 423n, 425, 


427, 466n; illustrations from— pls 219, 
284; col- ill 29 


таћа-ритиза 140; -laksana 134, 474 
Maharashtra 32, 365, 366 
Maharatta (Maharastra) 26 
Mahasahaniya Uppalaraka 240 
Mahasena 278 
Mahasthangarh, Bogra, 

Pundravardhananagara 
Mahavamsa 7 
Mahavira see Jina 
Mahavira cave see Khandagiri caves 
Mahavira Bhandara 406 
Mahàvira temple, Ghanerao 306n, pls 69-73; 

Kumbharia 302, 307, 308, pl 196; Mt Abu 

446; Osia 145, 181, 246, 241, 248, 306, 

pls "14, 15, 143, 144, fig XV; Nandia, 

Sirohi 181; Sachore 182; Sewadi 306n; 

а 31; Tirupparuttikkunram pl 

21 
Mahayaksa 14 
Mahendravarman 100, 102, 381 © 
Mahesvarasüri 148 E 
Maheth, Bahraich 16, 23; see also Sravasti 
Mahipala 394n, 396 


Bangladesh see 


Mahisamardini 572 

Mahoba, Hamirpur 30, 277 

Mahodayapuram see  Tiruvanchikulam, 
Trichur 

Mahoragas 487 


INDEX 


Mailamadevi 322, 323 


Mainamati hills, Comilla, Bangladesh 121, 


271 

Maity, P K 121n 

Majhamika 85 

Majjaganna-basti 316 

Majumdar, N G 479n 

Majumdar, M R 414 

Majumdar, R C 6n, 23, 69n, 70n, 73n, 90n, 
152n, 153n, 155n, 170n, 270n, 445, 479n 


makara 61, 62; -head, 139; -kundala, 137; 
-mukhas, 125; -pranáli 281; -Sardila, 557: 
-torana, 144, 211, 915: 322, 331, 367,376, 
530, 532, 559, 560, 561 


Maksi, Ujjain 351 


Maladevi temple, Gyaraspur 144, pls 100B, 
101, 102, 103, 104, 171 


maladhari-Gandharvas 114 


Malaiyadikkurichi, Tirunelveli 100, 208, 228; 


cave-temple 211 
Malaya see Nirgaya 
Malhana 578 
Malhar 297 
Malhargarh, Guna 354, pl 234A 
Malhar Rao 434 
Malkhed, Gulburga 92, 184, 375 
Mallavadi 89, 135 
Mallikarjuna Immadi Devaraya 370 
Mallikarjuna temple 322 
Mallisena 327, 476 
Mallisena Maladhari 317 
Malvaniya, D D 139n 


Malwa 31, 86, 87, 92,277, 278, 295, 350, 


351 

Mamandur, North Arcot 102, 209 

Marngayi-basti, Sravanabelgola 366, 369} 

Mammata 182 

Manasa 346 

Manasara 37, 37n, 467, 477 

Manasimha Tomara 351 

mdna-stambha 6, 39, 41, 45, 116, 178, 210, 
227, 242, 315, 318, 319, 322, 327, 352, 
367, 368, 370, 373, 374, 443, 450, 455, 
465, 484, 530, 532, 577, 578 

Manatody 234 

Manatunga 252n, 256 

Manava-gana 91 

Manbhum 166, 265, pl 158A 

manca-bandha 329 

тапсака 233 

Маћсапда 227 


Майсарип see Udayagiri caves 
тайсіка 295 
Mandana 338, 351, 356, 362, 448, 495 
mandapa 171, 208, 209, 215, 279, 286, 288, 
300, 301, 304, 316, 318, 327, 328, 336, 
340, 342, 343, 356, 357, 360, 362, 367, 
431, 432, 433, 434, 436, 509, pl 239; 
wooden—pls 286- 289, 293, 294 
Mandapadurga 409n 
mandara 316 
mandaraka 284, 287, 290, 291 
Mandavapura see Mandu, Dhar 
Mandhata, East Nimar pl 182B, 299n 
Mandoil 262, pl 155A 
Mandor 138, 182 
mandovara 300, 356, 504, fig XXXIV 
Mandu, Dhar 305, 351, 408, 409, 409n, 410, 
411, 421; Sultans OBSS 350 


Mandya, Karnataka 330 
mangala-cihna 428;-kalasa, 89, 490;-mālā 
140 


Mangalesa 186 

Mangath(t)evanpatti 214, 230 

Mangrol 303 

Mangu, Arya 88 

Mangulam, Madurai 94, 97 

mani-bandha 115 

Manimekalai 95 

Manikka Vacakar 33 

mani-pithaka 472, 484, 526 

Maniyar-Math, Rajgir 121, 121n 

Mannama Nayaka 323 

Manoharlal 472 

Manoharpur 52n 

Manu 480 

manuscript(s), beginnings of painted Digam- 
bara—395, 411-427; Svetambara—395; 
Pala Buddhist—397; palm- -leaf—396, 400- 
405, 411-412; wooden covers of —397- 402 

Manyakheta see Malkhed; Rastrakütas of 


Manya temple, Dwarahat 245, 344 

Maran Sendan 211 

Marasimha 222 

Maridatta col-ill 30B 

Marimata cave pl 231B 

Markuli 318 

Marmunagala 321 

Marot see Marukotta 

Marotha 343 р 
marriage, institution of 19 
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Marshall, John 8n, 87n, 91n, 479n 

Maru-devi pl 278A, col-ill 29 

Marukotta, Marwar 397 

Marukaltalai, Tirunelveli 100 

Maruttuvakkudi 228 

Marwar 249, 306n, 342 

masi 19 

mason see гасап 

Masrur, Kangra 192 

Matangesvara temple, Khajuraho 273 

Matar 426 

matha(s) 242 

matha-patis 32 

Mathura 4, 5, 6, 14n, 28, 49-68, 72, 81, 87, 
89,91, 107-116, 128n, 129, 130, 131, 
136, 147, 170, 241, 242, 245, 251, 252, 
257,441, 442, 458, 465, 466, 473, 475, 
476, 479, 481, 482, 485, 490, 491, 537, 
546, pl 321A; Archaeological Museum 
(AMM), 9, 52, 107, 110, 149; pls 1 et 
passim 

Matisagara 213, 476 

Matrkas 349 

Matsyadesa 148 

Mauryas 49 

Maya 165 

Mayta, Midnapur 263, pl 155B 

Mayurbhanj 163 

medallion 57, 58, 59, 63, 144, 208, 256, 402, 
pls 4A, 8D 

Medapata (Mewar) 145 

Megasthenes 25, 49 

Meghasenacarya 251 

Megha-Kumara 544 

Megudi temple, Hallur 197 

Meguti temple, Aihole 188, 195, 197, 312, 
454, pl 120B 

Meister, Michael W 170n 

Melaka-vasahi, Girnar 357, 361 

Melgudi see Meguti 

Melkote 329 

Melur Taluk, Tamil Nadu 98, 99 

Menàbasti Jaina cave-temple 187, pl 116A-B 

Menon, A Sreedhara 233n, 234n 

Meru 41, 316, 501, 518, 521-25, fig XLVII 

Meru, Mudbidri pl 258 

meru-prásáda 304 

Metropolitan Museum, New York 435 

Mettupatti, Nilakkottai Taluk 99 

Mewads 494 

Mewar 182, 355, 356, 357, 403 
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Midnapur, WB 155 

Mihirabhoja 182 

mina 115 

minayar 457 

mina-yugala 89, 445, 491 

miniature painting, west-Indian, influencing 
bronze image, Tamilnadu 330 

miniature stiipa, Buddhist 6; Jaina, 5 

Mirashi, V V vi, vin of vol ЇЇ, 444n 

Mirzapur 544 

Mishra, Vijayakanta 121n, 126n 

Mithila 15, 16, 17, 50, 69 

mithuna(s) 5, 281, 282, 286, 287, 315 

Mitra, Debala 74n, 15In, 155, 155n, 156, 
157, 162n, 163n, 165n 

Mitra, Rajendralala 74n, 83n 

Modhera, 170, 302 

Moeller, V 548n 

Mohangarh 577, 579 

Mohenjo-daro 3, 87; steatile seal Romane 

Mokala, Rana 356 

moksa 42, 260 

monastery 62, 207; Jaina—rirt schools and 
universities 30; 7, 61, 62, 63, 94, 98, 7, | 
118, 271 j 

Monghyr, Bihar 22 

monolithic temple-form 189, 190, 191, 192 

moon, half rirt Іайсћапа 15 

Morasunad 366 

Moraes, M 27n 

Morkhana, Bikaner 339 

Mosakudi 230 Е 

Moti Chandra 88n, 393n, 395 п, 397n, 401n, 
405n, 406n, 407n, 408n, 409n, 4lOn, - i 
412n, 413n, 414n, 415n, 416n, 417, 411m, | m. 
420n, 421, 421n, 423n, 426n Nen e ^de 

motif 109, 114, 117, 156; animal 58, T 
399, 401, 431, pls 6A, 6C, 6D, 1С; ank- 
lets 436, "figs XXVI, NT. 
437; caitya-vrksa 58, о 6B; c 
417, 425, и Rus E 10 2, 398 
428, l ciidamani 128: 
49, 438, pl 100B; Dem TES 
ы 4, 113, vii of vol. I 

E o 

58, ; Ho her S 

Garuda » pl RR | 

ghantà 280; hansa 5 

honeysuckle 55, 36 

114; lions (m ythical) | 

114, 137, 47 G 


^ 
+ 


e 
E 
= 


INDEX 


425; Jaina—compared with Buddhist and 
Brahmanical 82, 83 

mouldings 156, 157 

mrdanga-player 433 

Mrgadava 4 

MrgeSavarman 27, 454 

Mudbidri (Mudabidure), South Kanara 367, 
370, 371, 376, 378, 385, 386, 411, 454, 
455, 493, pls 249B, 250, 251, 254B, 256B, 
257, 258, 314, col-ill 12-21 

Mudra-raksasa 24 

Mudrita-Kumudacandra 401 

Mugad, Dharwar 310 

Mugunda 311 

Muhammad Tughluq 335 

mukha-bhadra 502 

mukha-catuski 143, 144, 145, 247, 295, 341 

mukha-mandapa 45, 145, 171, 186, 210, 211, 
247, 284, 285, 300, 301, 313,318, 323, 
326, 328, 340, 381, 451, 452, 484, 526 

Mukherji, S C 117n, 118n, 157n 

mukkudai 376, 378, 456 

Mukunda 477 

mukuta 136, 139 

miula-gabhara see garbha-grha 

Mulanatha-Jinadeva temple 183 

müla-prasáda 245, 249, 441, 343 

Mülaraja I 183 

Mulasanghas 31 

Mulgund, Dharwar 365 

munda-prasada 371, 372 

Mundasthala, Sirohi 85 

Mungthala see Mundasthala 

Municandra 249 “ 

Municipal Museum, Ahmedabad 423n 

Munisuvrata temple, Dholaka 303 

Munivasa 327, 367 

Muñja 31, 278 

Munugodu 320 

mural paintings, west-Indian—influencing 
bronze images Tamilnadu 331 

Murshidabad 347, 348n 

Muruga 98 

musagai 97 

Musée Guimet, Paris 546, 548n, pl 325 

Museum für indische Kunst, Berlin-Dahlem 
548, р1326 = 

Museum of Fine Arts, Boston 403 

Museums, Andhra Pradesh 573; Madhya 
Pradesh 577-98; Rajasthan 570; Tamil 
Nadu 598-600) 
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musician, wooden fig XXVI 
Musinikonda 449 
ыш), advent of—rirt Jainism 33;—rule 


Muttaraiyars 184, 213, 214, 215 
Muttuppatti, Madurai 94n, 97 
Mysore 313, 315, 330, 549 
mysticism, Indian 18 
mythology, Jaina 3 


nabhicchanda-order 144, 147, 286, 296 
Nachna, Panna 129n, 130, 131, 169, 273 
Naddila 306n 

Nadlai 306n, 446 

Nadol 240, 241, 306n, 478, pl 307 
Nadumba-vasadi, Vijayawada 449 

BED 64, 121, 129, 144, 282, 283, 291,350, 


Nagabhata I 182; II 170, 182 

Naga Dharana 253 

Naga dynasty 49 

Naga-hoods 149 

Naga-kumaras 531 

Nagamalai, Chingleput 99, 452 

Nagamalai hill, Madurai 229 

ndga-pdasa 147 

Мавара пат, Buddha from 386 

паза-рйапа 149 

Nagapura 447 

Nagara order 215, 216, 217, 265, 266 

Nagaraja temple, Nagercoil 234 

Nagarch, B L 299n 

Nagari, Chitogarh 103, 355; see also Majha- 
mika 

Nagarjuna, Arya 89, 133, 135 

Nagarjunakonda, Guntur 400 

Nagarjuni hill, caves, Gaya, 70n, 119, 223 

Nagar Tiruvamantalvap 234 

Nagasarika see Navsari 

Nagasena 128 

Nagaur, Rajasthan 182, 241, 339 

Nagda, Dewas 587 

Nagda, Rajasthan 336, 342, 343 

Nagendra 88 

Nágendra-bhavana 283, 284 

Nagercoil, Kanyakumari 234, 453 

Nagi(s) 121, 352 

NagiSvari 137 
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Nagpur 353; Museum 169 
Nahar, Bijoy Singh 165, 347n 
Nahar, Puran Chand 346n, 447 
Nahata, Bhanwar Lal 495n 
Nahta, Agarchand 339n 
Naigamesa, Naigamesin 126, 158 
Nainagiri 350, 353 
nála-mandapa 303 


Nalanda, Bihar 23, 69, 161,396; Museum 


166 
Nalapura see Narwar 
Nalgora, 24-Parganas 153 
патакага mandapa 234 
Nami 389 
Nandana forest 521, 523, 525 
Nandas 24, 25, 26, 49, 74 
Nandi-gaza 319 
Nandighosa 63 
nandipada 56, 61, 63, 81, 115 
Nandi-sala 529 
Nandi-Sütra 134 


Nandi$vara 316, 377, 518; from Kolhapur 
364 


Nandi$vara-bimbas 43 


Nandisvara-dyipa 3, 41, 42, 170, 253, 302, 


472n, 520, 525 


Nandi$vara-dvipa-patta, Ranakpur 364, pl 


245 
Nandi$vara-dvipa-prásáda 527, 

XLVIII, XLIX 
Nandivarman Pallavamalla 451 


nandyávarta 458. 459, 462, 469, 470, 489, 


492; rirt [айсйапа 14n, 15 
Nannaraja-vasati 182 
Nanna-Siri 182 
Nannül 213 
Narabhata see Narhad 


nara-courses, -thara 248, 295, 297, 300 


Narada 467 

Naraina 249 

Narasimha 208 

Narasimha I 317, 319; 111 33 


Narasimhavarman I Mamalla 184, 192 


Naravara 249 
. Narayanan, M С $ 95n, 231п 
Narhad, Pilani 148, 545, 556, 572 
nartaka 56 

Narttamalai 101, 209 

Narwar 350, 351, 586, pl 230B 
Nasik 311 
nasika 288 


Nataputta, Манрица see Mah 
Nataraja 382 

Natha 363 

Nathaji 495 


National Museum, New Delhi 
406, 409, 410, 411, 430, 
539, 545, 555-566, 572, pls 

Naunia, Narsinghpur 353 | 

nava-cauki 340, 362; see also trika: 

Nava-devatà 43, 319, 478. 479, pl: 

Nava-graha 38; see also graha 

Navalakha temple, Ghumli 304 ` 

Naya-Pada 478 

Nava- Pada-Aradhana- pai 418 


Мау 31, 305 
nay-khania 430 e 
Navyavakasika 118 
МауаКа rulers 33 te 
Nawab, Sarabhai 399n, 401, 401n, 40 
407n, 414n : 
Мауадћатта-Каћаз 465 
Nayakalli 320 
Nayaka(s) 363 
Nayaka rulers 328 
Nayakitti 318 
Nayanandi 278 E 
Nayanmars, Saiva 185, 207 £ 
náyiká(s) 5, 294, 308 i 
Neduñjeliyan 97 + 
Nelson Gallery, Kansas Cit! ity 55 
Nelveli 97 
Nemem 320 
Nemicandra 278 
Neminatha-mahatirtha, | 
Neminatha temple, № 
Mt Abu 


b. 


INDEX 


Nigliva, Nepal rarai 7 

Nilakkottai Taluk 99 

Nilakantha, Alwar 148, 250, pl 148A 

МЏаћјапа 65 

Nindra, A P 378 

Ninnaya 182, 301 

NinraSirnedumaran 381 

nirandhára-prasaáda 288 

Nirgaya, Bihar 23 

Nirgrantha Arhatayana 52; 
25, 27, 70, 118 

nirvana 3, 22, 44, 50, 70n 

nisedhikas 242, 251 

nisidhi(ka) 43, 102, 455, 520 

Nirvana-kalika 307, 476 

Nisitha-Curni 85, 85n, 89n 

Nittur, Tumkur 318 

Nivrti-kula 138 

піугігі 20, 88 

Niyogi, Roma 241n 

Nizamabad 378, 574 

Nolambas 184 

Nolambavadi 460 

North Arcot District 95, 102, 328, 329 

North Kanara District 372 

Nowgong, Chhatarpur 577, 579, pl 366B 

Nrsimha 307, pl 186B 

nrtya-mandapa 301, 304, 305 

Nuggehalli 366 

nunneries 207 

nyagrodha 63 

nymph pl 229A-B, fig XXVII 


Nirgranthas 


Odalavadi. North Aroct 452 

odhni 413 

Ogha-niryukti 395, 398, 403 

Ojha, G H 85n 

Om 42 

O'Malley, L S S 83n 

Orambakkam, Chingleput 225 

Orchchha 350 

Orissa 7, 10, 73, 74-84, 93, 158-164, 261, 273- 
275, 540, 546; State Museum, Bhubanes- 
war, 274, pl 160B, 161B 


osadhis 480 


Osia, Jodhpur 30, 118n, 143, 145, 181, 246, 
241, 252, 253, 257, 572, pls 143, 144 


Osmanabad lin 
‚опа 428, 430 
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pabhaga 156, 157 

Pabhosa, Allahabad 10n, 441 
Padalipta, Arya 89, 476 
padma-kesara 144 
padma-patra-sakhà 144 
Padampur, MP 297 

Padari, Iyakki 451 
Paddatumbalam 321 
Padhavali, Morena 582, 583 
padma 314 

Padma-carita 469 
Padmakshi, AP 321 
padma-mouldings 282, 283, 284, 290 
padma-pitha 216 
Padma-purána 468n 


padmásana 113, 127, 
293, 326, 468 


Радтазепасагуа 251 

padma-silà 296, 301, 304, 305, 340 

Padmavasi temple see Kadalaya-vasadi 

Padmaàvati-basti, Sravanabelgola 317 

Padmavati-Mandir, Магда 342 

радиках 443 

Pagan, Burma 269, 270, 272, fig XX 

pagas 154 

pagri 432 

Pahlagas 91n 

Paharpur, Rajshahi, Bangladesh 6n, 73, 117, 
12 126,270, 271, 272, 442, 485, fig 
XXI; copper-plate grant 29 

райата 418, 419, 420, 421, 423, 433 

painting(s) 227, 328, 329; geometrical—328; 
—of Lodi school 421, 423n; miniature— 
40, 393-427 ; mural—40, 381-389 

Pajnari, Sagar 352, 353, 354, pls 228A, 
233B 

paka-sala 499 

Pakbira, Purulia 5, 157 

palace 117 

Palaiyarai 228 

Palam, Delhi 425 

Palani, Madurai 99 

Palas 152, 262, 557 

Palghat, Kerala 233, pls 141, 142 

рай 96, 98. 99, 221, 450, 451 

Pali, Rajasthan 306n, 446 

Palitana, Gujarat 31, 89, 361, 431, 446 

Pallava-Jinalaya 321 

Pallavas 33, 100, 184, 207, 211, 214, 218, 
323, 324, 451 

palli 96, 98, 100, 229, 451 


131; 153, 154; 292; 


Pallikkudam 229 

Pallimadam 214 

Pallu, Bikaner 241. 545, 556, 565, pls 154, 
337 


Palma. Manbhum 157, 548, pl 158B 


palm-leaf manuscripts 43; illustrations from 
—pls 270B-C, 271A- D; painting on— 
402-405 


Pal, P 543n 
palyopamas 14п 
Pampa 449 


paiica-kiita-basti 312; Kambadahalli 215, 
219, pl 130A; Markuli 318 


Paficalas 494 

Pafica-Meru, Surat 364 

Paficapandavamalai 98, 99, 103; Orambak- 
kam 225; Vilappakkam 226 

Paficapàndavarkuttu 99 

Paficapandavarmalai, 
229 

Paficapandavar-padukkai 97 

Pafica-Paramesthins 42, 319, pls 307, 308 

Paficapura see Pinjaur 

pafica-ratha 171, 172, 243, 340 

Райсазага Par$vanatha temple, Patan Anhilvad 
182, 301. 486 

pafica-sikkhiyo 16 

Pafica-stüpa-nikaya, Кая 73, 118, 443, 485, 

Райса-ѕійрапуауа 118 

райса-іїғіһіка 553, 557, pls 333, 346, 347B, 
362А, 363B 

paficavimsati-patta 565 

paficayatana (temple) 157, 248, pl 89A 

Paficendras 113 

Panchamukhi, В S 376n, 377n 

Panchavarnappadukkai, Madurai 99 

Paficika figures 151, 170 

Paficolis 494 

Pandava 96 

Pande, B M 12 

Pandukabhaya, Ceylon 7 

Panduka forest 521, 522, 523 

Рапдуаз 33, 95, 97, 98, 102, 184, 207, 209, 
213, 218, 451, 456, 457, 458, 459 

ратага 430 

panidalabhoi 128 

panipatrika 12/7 

pafijara 219, 220, 221, 313, 314, 317 

Рарапа$апат, Kurnool 321 

Papaura, Tikamgarh 352 

paper, painting on 405-411, 412 


Kilaiyur-Kilavalavu 


^ 


parabadi 430 Ж 
Paramaras 30, 

PE 31, 277, 278, 297, эя, 
paramátman 35, 42, 45 
Paranagar see Nilakantha, Alwar NE 
Parantaka I 226, 227 ER 
Parasnath, Bijnor 244, 251 P 
Parasnath 

vm Au Hazaribagh 14n, 16, 275, y 
parasol 154, 263, 459; see also chatra 
parasu 292, 293 
Pareshnath, Bankura 155, 157 
pari 342 
parikara 124, 132, 169, 178, 252, 287, 308, 


309, 354, 467, 476, 565, 567, 569, pls 151, 
182, 230, 345, 361B 


Paris 546 | Т 
parisütra 322, 367 EL a 
Paramarddin 30 
Paramesthin see Райса- y 
pársva-devatà 8n E EU. 
Par$vanatha-basti, Heggere 318; Hosaholalu «2354 
319; Sravanabelgola 317, pl 204 < ) 
Parsvanatha temple 5; Bijolia 240; Бш = 
see Bhandasar temple; Dhar 278; Ghumli - 
304, 305; Jaisalmer fort 341; Khaj 
277, 279, 284-288, 444, pls 167, 168, 169, ; 
170, 173, 174, 175, 176, fig XXII; Kum. | 
bharia 362; Pali 306n; Phalodhi pl 145; у 
Ranakpur "pls 242, 243; Sadri 30б; 
Trilokpur pl 225 
рагуапказапа 326 
pasa 172, 291 


pes 418, 419; 421, 404; il | 
tions from—pl 280A, col-ill 2 

Pašupati 21 

Pasupatinatha temple, Nepal m 

Pat 430 

a 395 


95A-B, 96 i 
patala-nagaris 498, 519 
Pataliputra 24, 25 69 


Patan, Gujara! 
410,414, 43 


INDEX 


Patna, Bihar 347; Museum 166, 486, 568, pls 
157B, 158B; Sagar, 354, pl 228B 
Patodi's shrine, Jaipur 337, 343, pl 224 


144 
pattaka(s) 395, 398; on cloth 404 
Pattana 241 
рапа-за!а 395, 499 
Рапауаћ-гатиссауа 88n 
pattika 143, 233, 281, 282, 286 


Pattinikkuratti 226 
Pauma-cariyu 91 
=, Ë Pava see Pavapuri 
34 Pavagadh 305 
E Pavagiri 350 


Pavanandi 213 

Pavapuri, Patna 16, 22, 23 

pavilion, pillared 61 

Pavitra-kalpa-sitra 488n, 489n 
Pechchipallam 97, 98, 229 

ene hipparai, Tirunelveli 208; cave-temple 


Peddatumbalam, AP 320, 331, 332 

pedestal 5,66, 81, 87, 111, 112, 113, 114, 
123, 124, 125, 130, 131, 138, 145, 149, 150, 
151, 154, 222, 232, 286, 306, 307,377, 
pl 369, fig VII; inscribed—110, 127, 128, 
136, 137, 145, pl 57B; lotus- 159; sapta- 
ratha—158 ; stepped-pyramidal—56 

Penugonda 320 

period see age 

Periya-Purànam 457n 

Persian manuscript-illustrations influencing 
Indian manuscript-illustrations 405, 409, 
410, 414, 416, 420, 422, 423 


hada, Pethad Shah 305, 306, 339, 351, 
E edi 


sand- 
Pheru, Th заа 495, 527 


3, 82, 144, 156, 169n, 208, 209, 
2,2 T 2, 250, 282, 283, 285, 
2, 294,315 


patra-latà 221, 290, 296; -torana 215; -sakha 


317, 328, 434, 


pillars 56, 60, 77, 78, 89,94, 107, 117, 125, 
144, 147, 168, 174, 208, 250, 279, 284, 
301, 303, 304, 307, 316,317, 327, 330, 
331, 336, 341, 343, 350, 363, 364, 369, 
370, 373, 374, 375, 428, 429, 430, 431, 
435, 455, 543, pls 11B, 119, 191, 254B, 
381C; Brahmadeva— 222;-capitals 52; 
ghata-base 01—56; kalasa-topped — 189, 
pl 119; torana- 60, 61, pl 11B; see also 
mana-stambha 

рта-и 97 

Pinda-Niryukti 89n, 402 

pindi 217 

Pinjaur 241, 250 

Pippala cave, Rajgir 118 

Bi pulo mountain, Rajgir 120; see Vaibhāra 

i 

Piśāca 487 

pitcher rirt láfichana 15 

pitha 64, 139, 143, 145, 171, 213, 232, 235, 
247, 289, 298, 300, 331, 336, 340, pl 
217B, figs XXXII, XXXIII 

Pithaora, Satna 168 pls 95A-B, 96 

Pittalhara temple, Mt Abu 362, 446 

planets 114; see also Grahas 

Pocchive 317 

Podasingidi, Keonjhar 159, 160 

Pomburca see Humcha 

Poona (Pune), Maharashtra 28 

Ponnamaravati-sima 322 

Ponniyakkiyar 451 

Ponnur 453 

Poravada Ropimuni 249 

Potlaceruvu see Patancheru 

Potanapura 91 

Poygaimalai, Kuppalanatham 99, 229 

Poysala Setti 316 

Prabandha-cintamani 241 

Prabhacandra 92, 278, 460 

prabhà-mandala 559; see also prabhavali 

Prabhankara 541 

Prabhasa 182, 303 

ргабйауай 83n, 187, 287, 293, 319, 332, 376 

Prabhus 366 

ртадакгта-ратћа 143, 147, 337; see also 
ambulatory, circumambulatory 

Pradyota 86 

Pradyumnacarya 181 

Pragatur 369, 320, 321 

pragbhara 14 

prag-griva 302 

Prahladanapura 447 


Prajapati (Prajñapti ?) 169n 

Ргајћари 14 

prakara 212, 218, 245, 302, 305, 321, 324, 
328, pl 214 

ргакага-ђапаћа 328 

Prakhara 149 

Prambanan, Indonesia, Siva temple at—8n 

Pramod Chandra 151n, 168n, 245n, 410n 

ргапауата 20 

prapá 52 


prásáda 242, 315, 356; Jina- 502,figs XL, 


XLI, XLII, XLIII, XLVIII 
Ргазааа-тапаапа 356, 495 
Prásada-mafijari 495n 
prásaáda-pitha 356 
Prasada-tilaka 494n 
Prasad, Hari Kishore 72n, 121n 
Prasna-vyakarana-sütra 492n 
prastara 212, 314, 329 
Pratapacandra 587 
Pratap Museum, Udaipur 571 
pratibandha 319 


Pratiharas 30, 170, 171, 243, 245, 246, 248, 


286, 287 
ргапйагуа 468 
pratimá-yoga 227 
pratiratha 145, 502 
pratistha 44 
Pratistha-kalpa-tippanam 478n 
pratisthana 58n 
Pratisthàna, Pratisthanapura 27, 88, 133 
pratisthà-pátha 468n, 470, 470n 
Pratisthá-sára-samgraha 468, 468n 


Ртапзтћа-загодаћага 37n, 468, 468n, 469, 


469n, 470, 470n, 472n, 476, 478n, 487n 
Pravacana-sároddhàra 472n, 487n, 527 
pravrajya 20 
ratikramana 21 
Prayaga (Allahabad) 23 
preksa-grha-mandapas 484 
preksd-mandapas 526 
Prince of Wales Museum, Bombay 87, 135, 


308, 309, 384, 406, 407, 408, 423n, 433, 
474, 549, 566-570, pls 198B, 347-54 


Priyakarini 388 

Priyankara 595 

Prola I 311, 322 

Prome, Burma see Hmwaza, Burma 
Prthvipala 304, 307 

Prthviraja I 239; II 240 
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prthvi (pudhavi)-Sila-pagfa 64, 48 


Pudukkottai, Tiruchchirappalli 
Museum 230, 600 | 


Pudur, AP 320, 321, 377 


Pugalur, Bo endi 101, 
cavern pl 42 


Pulakesin П 184, 454 
Pullappa 213 | 
Pundravardhana(nagara), 

73, 118, m» 19 e 7 
Pundravardhaniya-sakha 73 
Pune District see Poona 
Punnata 454 = 
Punyavijaya 86n, 397n, 400, 400n, 409, 4 4 

88n, 489n 
Parimatala see Purulia; see also Prayaga | 
Pürnabhadra-caitya 481, 482 
Pürnacandra-Süri 85 
pürna-ghatas 322, 323 
pürna-kumbhas 433, 437 
Purulia, WB 23, 157, pl 159B 
Purusadatta 14 
pürvasrama 225 


Pusalkar, A D 6n, 69n, 70n, x 17 
445n, 479 


Puspadanta 90, 476n 
puspa-kantha 300 
Puspasena 327 
Pusyamitra бийза 49 


Radha(a), WB 23, 72, 
raga 42 А 
Ragamala 423n 

о: E а 
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Raja-gaccha 148 

Rajagrha see Rajgir 

Rajamalla Satyavakya see Racamalla 

Rajanpur-Khinkhini, MP 169 

Rajaraja I Cola 213; III 324, 327 

Rajaraja-Jinalaya, Bhogapuram 323 

rajasenaka 144, 146, 315 

Rajasimha 211, 214 

Rajasthan 10, 30, 31, 32, 86, 88, 133, 241, 
242, 243, 244, 245, 247, 257, 259, 309, 
335, 336, 338, 339, 355-364, 401, 402, 408, 
428, 436, 445, 448, 555, 556 

Rajavallabha 499 

Rajavallabha-mandana 356 

Rajavarttikalamkara 514n 

Raja-vihara 249 

Rajgir, Nalanda 16, 22-24, 70, 89n, 117-122, 
128n, 130п, 131, 132, 133, 134, 164, 347n, 
470, 483, 498 

Rajkot (Gondal) 29 

Rajorgarh see Nilakantha, Alwar 

Rajputana see Rajasthan; —Museum, Ajmer 
pl 150 

Rajshahi, Bangladesh 263 

Rajulamati 17 

Rakkasa Ganga 319 

Raksasas 487 

Ralhanpur 431 

Rama rirt Jina, Muni Suvrata 7 

Ramachandran, T N 121n, 324n, 377n, 389n, 
459, 459n, 461n, 469n, 478n, 487n, 529n 

Ramagupta 29, 127, 128, 131, 168, 442 

Ramanathapuram District 99, 100, 214 

Raman, K V 97n 

Ramanuja 207, 316, 330, 460 

Ramapala 397 

Катауапа 64n, 388, 493 

Ramesh, K V 371n 

Ramgarh hill, Surguja 10 

Ramsen, Gujarat 182 

anade, В D 18n, 19n 

ss s 44, 267, 303, 337, 341, 357, 358, 
359, 360, 362, 363, 446, 448, 485, 485n, 
pls 235, 236, 239-246, fig XXIII 

Ranathambhor 239, 241 

ranga-mandapa 143, 248, 302, 313, 341, 509 

Rani-gumpha, Udayagiri, Puri 76, 80, 82, 83, 
84, pl 25 

Rani-ki-mandi 52n 

Rafijuvula 51 

Ranna 310 
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Ranod 177 

Rao, S 27n 

Вага see Radha(a) 

КагаКа rirt Jaina monk 73 

Rastrakütas 31, 32, 92, 182, 184, 185, 192, 
218, 227, 313, 324, 328, 375, 449, 454 

Ratanpur, Bilaspur 297, 588, 592 

ratha-offsets 154, 285, 286, 290, 296, 311, 
313, 340, 502 

Ratha-vasatika 181 

ratha-yatra 86 

rathika 146 

Ratna-gotra-vibhadga 476 

Ratna-pariksd 495 

ratna-patta 290 

Ratnaprabha-Süri 572 

Ratnapura see Ratanpur, Bilaspur 

Ratnapuri 15 

гаїпа-гаѕі 488, 490 

ratna-sak ha 144 

Ratna-simha 361 

Ratnatraya-basadi, Bilagi 367 

Rattas 32 л 

Ravalagudi 187 

Ravikirtti 195, 454 

Raviprabha 239 

Ravisena 469 

Ravivarman 27 

Rayadurgam 320 

Rayagiha see Rajgir 

Rayalaseema 320 

rayana-tree 486 

Rayapala 240 

Rayapasenaiyam 490n 

Razgrad Museum, Bulgaria 254, 255 

rebirth, theory of 43 

Rehli, Sagar 352, 354 

rekha-prásada 321; -type 154, 157 

relief 59, 62, 66, 76, 81, 82, 99, 100, 119, 120, 
122, 123, 124, 128, 129, 131, 136, 150, 
162, 282, pls 29, 51B, 60, 79; Buddhist— 
62; stüpa- 56 

retreats, monastic 76 

Revanta 331 

Rewa 350, 579, pl 368 

Reveda-samhita 18, 480n 

rhinoceros rirt [айсһапа 15 

Rice, B L 366n, 454 

Rietberg Museum, Ziirich 308 

Risley 276 
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rivers, in Jambü-dvipa 518, 518n 


rock-cut caves 32 ;—temples 192-194, 207-211; 
-shelters 105, 225, 230, 231, 234, pls 139A, 
140 


Rohini 14 

Rohtak 253 

Rothenstein, W 539n 

Roy, Sitaram 121n, 126n 
Rsabhanatha temple, Dhanka 305 
Rsigupta 91 

Rsta-samuccaya 148 

Rucaka-vara 518 

Rudradaman 90 

Rudrasena 90 

Rudrasimha I 90n, 445 
rüpa-kantha 146 

Rüpa-mandana 477, 495 
тпра-закћа 144; -stambhas 145 
Rupbas 51 

Rupnagar, Kishangarh 251 
Rylands Library, Manchester 423n 


Sabda-kalpa-druma 493n 

Sabdanusdsana 479 

ара 300, 305, 308, 313, pls 195А- 
ЛЙ, 

sabhá-márga 144 

Saccikadevi, Saccikamata, Osia 252, 339 

Sachor 182 

Saci 388 

sad-daru 499 

Sadhadeva 309, pl 200 

sadhani 495 

Sadhu 42 

Sadri, Rajasthan 118n 

sadurams 220, 235 

Sadyojàta 252n 

Sagadala 24 

Sagara 109 

загатората 14n 

Sageya see Saheth 

Saggayani 522 

Sahajanandanatha 99, 100 

Заћакага 319 

Sahasrabala pl 282A 

Sahasra-kirtti 365 


sahasra-küta 170, 177, 242, 558, pl 311A; 
Patan 364; sarvatobhadra- 352 


sahasra-phana Paršvanatha, Ranakpur 364 


pl 


Sahis 407, 418 у 
Saivas 33, 94, 100, 102, 117n, 
aivism 33 A 
Sajjana, Danda-nayaka 303 
Saka 27 
Sakalacandra 259 1 
Sakala-tirtha-stotra 246 pe 
Sakambhari 239, 241 Ж: 
закћаг 28, 52, 73, 91, 144, 283, 290, м | 
pene Tamil Nadu 332 ү, 
akkayar Bhagavati temple, Godapura 
Saktikumara 567 й j A 
Sakuna-kárikà 493n 
Sakunika-vihara, Broach 304, 308 
Sakuntala 83n 
salabhañjikas 60, 279, 286, pl 10 ` 
Salahana see Salivahana | 
Salaké-purusa 17n, 150, 489 
Salaksanapura 305 k: 


Salar Jung Museum, Hyderabad © 
362-364 


Salas 443 

Salban Vihara 271 
Saietore, B A 33n, 366n, 370n р 
Saliggama 480 + 
salilantaras 285 2: 
Salisuka 27 | 
Salivahana 27 pP 
sallekhanà 25, 38, 43; see s 
Saluvas 366 ` 
sama-bhanga 225 = 
sama-dala-prasada fig ; XXX va 
samaksipta-vitana 174 
Samanarmalai, Madura 


sama-pada 6] 
зата-рагуапка 2; 


'anatha npe. Jaisalmer fort 340, 
umbharia 305 


raná-roof 300, 302, 341 

= Samyukta-ratnakara-caityalaya 311 
_ Samyutta-Nikàya 482 

Sanchi 5, 6, 51, 55, 57, 58, 60, 82, 83 


305, 320, 330; see also garbha-grha ; 
_ -doorway, 145, 147, pl 73 

за ndhára 220; -garbha-grha 317; -prásáda 
, 171, 284, 303; -vimána 200 


> 


; -Jinalaya 


o2 


уапптаћа-саг 


Sàntinàtha derasar, Ahmedabad 431 

Santinatha temple Вћапдага, Cambay 403 

Santinatha temple, Jaisalmer fort 340, 341; 
Kaman 148; Khajuraho 489, pl 163; 
реда 339; Kumbharia 302; Rajyapura 

Santi-parvan 17 

Santipura see Bayana 

Santisena 278 

Sàntiévara-basti, Nittur 318; Venur 368, 
372, pl 252B 

зарга-татка, Brahmanical 5, 174, 307 

Saptaparni cave, Rajgir 118 

sapta-ratha 286, 340 

Sarak 276 

Sarasvati 38, 43, 52, 67, 108, 146, 169, 180, 
253, 256, 257, 284, 286, 318, 319, 403, 
545, 556, 592, pls 20, 154, 174A, 270C, 
317B, 319B, 337, 360 

Sarasvati-gaccha 278 

Sarasvati-Tirtha 98 

Sarasvati, B 117n 

Sarasvati, S К бп, 70n, 89n, 119, 154, 155n, 
270n 

Sardvasamputa 58n є 

Sarayaghat, Etah 149 « 

Sárdülas 340 

sari 420, 421, 422, 423, 546 

Sarmanes see Sramana 

Sarnath 122, 122n, 131, 241, 485 

Sarotra 446 

Sarppasena Ksamana 127, 128 

sárthavaha 51 

Sarvaloka$raya-Jina-bhavana 449 

Sarvartha-magadhi 533 

sarvatobhadrika 6, 43, 45, 66, 108, 116, 148, 
149, 150, 151, 250, 253, 266, 269, 270, 
271, 272, 343, 443, 483, 484, 580, 582, 
591, pls 18, 227, 357B, 368A, 374A 

Чазапа-ђази, Sravanabelgola 316 

Sasana-devata 108, 116, 149, 157, 293, 297, 
306, 307, 349, 350, 473; -devi 108, 149, 
162, pl 232B 

Sástra-Bhandáras, Jaina 336 

Sastri, Paramananda 252n 

Sdsvata-caityas 472 / 

Satavahana 10, 27, 92, 394 

Satbakhra see Khandagiri caves 

Sat-Deulia, Burdwan 154, 155n, 265, temple 

pls 82B, 159A 
atkhandagama 385, 393n, 411, 412 


Satna 169 

sat-patra 43 

sat-tirthikà 180 

Satrapal dynasty, Saka 49, 51 

Satrunjaya 31, 303, 360, 361, 364, 446, 447, 
pls 237, 244 

sattva-paryankásana 232, 552 

Sattvika Sri-Vaisnavism 365 

Satya Prakash 395n 

Satyavolu 321 

Saumanasa forest 521, 523 

Saundatti, Rattas of—32 

Saurastra 27, 28, 89, 91 

Sauriyapura, Surapura, Sauripura, Suraj- 
pura, Suryapura see Bateswar, Agra 

Sauvira 86, 87 

Sdvaga-padikkamana-sutta-cunni 403 

Savaneru 317 

Savata 148 

Savatthi see Saheth, Maheth, Sravasti 

Sayanágara 499 

Scythian king 28, 49; see also Saka 

seal(s) 3; Harappan 14n 

Seattle Art Museum 552, pl 331 

Sedam, Gulbarga 376 

Sedarampattu, North Arcot 102 

Semarkhedi, Vidisha 353 

Sembattur, Tiruchchirappalli 214, pl 129A 

Sena 31 

Sendalai, Thanjavur 228 

Sendamaram, Tirunelveli 100 

Senera 157 

Seniya Bambhasaàra see Bimbisara 

sesa-ndga-cakra 496 

Settippodavu cavern, Madurai 97 

Seuna III 320; -deśa 319; -Yadavas 310, 311 

Sewadi, Sevadi 240, 305, 306 

Seyaviya 23 

Shah, Ambalal Premchand 347n 

Shahdol, MP 580, pl 367B 


Shah, UP 10n, 50n, 64n, 65n, 70n, 86n, 87n, ` 


89n, 91n, 118n, 119n, 121n, 123, 123n, 
124n, 125n, 128n, 129n, 130n, 132, 
135n, 136n, 138n, 140n, 154n, 169n, 180n, 
181n, 250, 250n, 255n, 362n, 364n, 394n, 
395n, 397n, 400n, 406, 406n, 407n, 410n, 
413n, 414n, 426n, 436, 437n, 458n, 459n, 
466n, 470n, 482n, 484n, 486n, 490n, 
491n, 492n, 525n, 526n, 543n, 547n, 
549n, 552n, 568 


Shahu, L N 163n ° 


Po 
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Sharma, B N 255n, 538n, 539n, 545n 

Sharma, Dasharath 148n, 239n, 545n 

Sharma, RC 52n, 

Shastri,, H С 135n 

shell-inscriptions 120 

Shergarh, Bharatpur 572 

Shivpuri 298n, pl 232A; Museum 585, pls 
369-372 

Shougal Chand Jagat Seth 348n 

shrine 62, 74, 76, 120, fig XIV; apsidal— 82 
325, pl 34; brick—5; details of wood- 
work pl 295; Jaina—5, 61-63; monolithic 
—157; miniature—212; see also pasada, 
deya-kulika 

Shrivastava, Balram 495n 

Shrivastava, V S 545n 

Siddha 26, 42, 74, 349; image of 44 

siddha-cakra 478, 479, 551, 552; bronze pl 
309A; -ksetra 349 

Siddhanagar, Birbhum 23, 351 

Siddhanta-basti, Mudbidri 411 

Siddhapala 304 

Siddhapala-vasati, Patan 304 

Siddha-pratistha-vidhi 478n 

Siddhapura 31, 303 

Siddhara-basti, Sravanabelgola 369 

Siddbarsig Jayasimha 302, 303, 400, 401, 
0 

Siddharmalai, Madurai 99 

Siddharthapura see Siddhanagar 

Siddhasenadivakara 28 

Siddhasena-gani 527n 

siddhásana-pose 213 

Siddhasena-Süri 246 

siddha-sila 516 

Siddha-vihara 303 

Siddhàyatanas 465, 472, 484 

Siddhesvara temple, Bahulara 263 

Sihanadika 482, 490 

Sikandar-Nàma 420, 421, 427 

Sikara, Rajasthan 343 $ 

Sikhanatbs syan temple, Tiruchchirappal 

n | 

Sikhara 5, 146, 154, 172, 193, 212, 
247, 265, 266, 267, 270,271, 283 
286, 287, 288, 289, 290, 300, 30 
311, 317, 320, 321, 322, 328, 
337, 340, 342, 343, 344, 352, 
359, 367, 369, 497, 5 
fig XXXV ; Bhümij: 
latina Nàgara 171; рай 


т 123, 130, 149, 150, 151 
iml varman 324, 451 


hum, Bihar 166 
uma temple, Jaipur 343 


P 121n, 126n 
1, Panna 130, 131, 169, pls 62, 


Siya-linga 33, 272, 340, 482: see also linga 

Sivamara 27 

Sivamitra 491 

Sivanàga 571 

Sivaramamurti, C 8, 12, 383, 411n, 542n 

Sivaratri 240 

Sivarya 128 

Siva temple 8, 208; Bhojpur 278: Kinalur 
231n 

Siva-Vaidyanütha ^ temple, 
Kangra 445 

Sivayam, Tiruchchirappalli 100 

Sivayasa 56 

Siwalik 241 

Siyamangalam, North Arcot 209 

Skanda 477 

Skandagupta 29, 108, 442 

Skandila, Arya 133 

slab 56, 63, 64, 78, 80, 81, 89, 113, 150, 155, 
158, 160, 163, 226, pl 3 ` 

Smith, V A 38n, 50n, 61n, 62n, 373, 374n, 
375n, 385n, 481n, 482n, 490n, 491n 

snake rirt ldfichana 16 

SD) temple, Sravasti 244, 245, 251, fig 


Kira-grama, 


socket 71, 119, 226; lenticular —58, 59 
Sodasa 51, 67, 441, pl 301A 

Sohagpur, Shahdol 297, 538 
Sohanvijaya Collection 410 

Solanki, P 537n 

Solanki(s) 240, 357; see also Caulukya 
Solavandipuram, South Arcot 103 


Somacandra-Suri 397 


Somadeva 53 

Samakirtti 413 

Somapala 403 

Somaprabhacarya 303 

Somapura, -vihara 270 

Ѕотеѕуага I 310 

Somesvara temple, Lakshmeswar 314 

Somji 431 

Sompura, P O 494n, 495n, 533 

Sonagiri, MP 350, 352, 353 

Sonamukhi, Bankura 263 

Sonbhandar caves, Rajgir 70, 71, 89n, 118, 
119, 120, 122, 123, 485, pls 51A-B, 52 


Sondasa see Sodasa 


faharashtra 85, 88; see also 


Strparaka 
Soratthiya-saha 91 
| Sourasenoi 49; see also Sürasena 
South Arcot District 95, 102 
South Kanara District 331, 370-372 
Sramana (Sarmanes) 20, 25, 57 
5 5гауака 260, 276, 397, 398 
Srávákácára 471, 471n 
Sravanabelgola, Hassan 37, 44, 185, 214, 
219, 310, 316, 317, 320, 329, 330, 350, 
366, 369-370, 376, 378, 384, 454, pls 204, 
205A 
Sravasti 14, 23, 150, 241, 242, 244, 251, 257, 
498, pl 148B 
Srenika-Bimbisara 69, col-ill 36B; see also 
Bimbisara 
Sresthin 51 
Sri 395, pl 265A 
Sri-Citrakitiya-silaphata 249 
Sri-devi 283, 292 
Sri-druma 469, 470 
Srikara 161 
Srimala 89; see also Bhinmal 
Sri-mandapa 532; see also Laksmi-mandapa 
Srimara Srivallabha 453, 458 
5 Srinivasan, K R 211n, 225n, 226n 
Srinivasan, P R 368n, 371n 
Śrīpāla 304 
Sripatha see Bayana 
Sri-purána 325 
Śrīpuruşa 454 
śrīyatsa 141, 15, 56, 66, 72, 81, 88n, 89, 115, 
116n, 125n, 127, 138, 162, 255, 291, 294, 
376, 458, 459, 461, 462, 466, 467, 468, 
469, 473, 475, 489, 490, 491, 492, 537, 
544, 545, 560, 561, 562 
srnga(s) 146 
$rngara-cauri-mandapa, 
Lakkundi 313 
Srigara-cauri temple, Chitorgarh 340, pls 
220, 221A 
sruk 291 
Sruta-devata 43, 444 
$ruta-skandha-yantra pl 314 
Srutávatára 118n 
stadia 117 
staircase 55, 59, 144, 328 
stambha-caitya 107; -mandapas 350; -sakhas 
168, 292, 296 
Stendahl Galleries, USA 541 
Es Sthanakavasin 34 


Brahma-Jinalaya, 
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Sthananga-Siitra 487 
sthdpana 42 
sthapandcarya 482 


Sthavirdvali, Sthaviravali-carita or Parisista- 
parvan 85n, 119n, 134 

Sthiramati 476 

Sthülabhadra 24 


structure, apsidal 62, 78: 81, 82; pl 34, fig | |: 
S ES 

stüpa(s) 53, 54, 55, 56, 57, 58, 59, 60, 62-64, i 
66, 70, 81, 91, 154n, 157, 192, 388, 465, 1 
482, 520, 526, 532: pre 9% №58: : 


Buddhist—5, 6, 7; caitya-479, 484; 
deva-nirmita—55, 64; Jaina—5, 7, 39, 41, 
50; jewelled —28; Vodva—53 


stüpi 212, 222, 317, 322 


style 407; baroque 7; Bhümija 311, 336; 
Cahamana 556; Cola 227, 3277, 385; Eastern 
Сайга 540, 541. 546; Ganga 169, 212, 
317; Ganga-nolamba 315; Gupta 159, 
160, 164, 169, 262, 544; Gurjara 336; 
Hemadpanthi see style, sikhara; Hoysala 
315-319, 369; Таша  palm-leaf 403; 
Kadamba 319; Kadamba-Alupa 315; 
Kadamba-Nagara 312, 314, 320; Kaka- 
tiya 378; Konkan-Kanara 312; Kushan 
537, 544, 546, 548; Maha-Gurjara 243, 
306n; Maha-Maru 243, 341; Maru 336; 
Maru-Gurjara 145, 146, 243, 336; 
Mathura 4; Mongoloid 407; Nagara 337, 
350, 352, 355, 356, 357, 360, 362; north- 
Indian sculpture 138; opulent 408, 409, 
410, 413; pagoda 367; Pala 262; post- 
Gupta 147, 175; Pratihara 169, 174; | 
pyramidal 367, 369, 371; Rastraküta 569, COS 
573; Rekha-Nagara 315; sikhara 312, = 
350, 355, 373; viddha-citra 383; Vijaya- » 
nagara 235, 312, 385; Western Calukya 
331; west-Indian 138, 139 : 


Subahu-katha 404 

Subbhabhümi see Suhma - 54 

Subbarayalu, Y 97n X 

Subhacandra 476, 578 

Subhankara 541, 595 

Subrahmanya 98; —temple 227; see also 
` Muruga, Karttikeya 

Subramanian, N 457n 

Suciloma-Jataka 482 у 

Sudama саме, Barabar hills, Gaya 79 

Sudarsana-carita 278 

SudarSana Meru 521 

Sudatta Vardhamana 33n 

Sudrasta 65n 

Suhastin, Arya 26, 86, 465 


ee а 


е x 
t 4 a T & yey ha IG 
сас چ ی‎ ut rg 

= 8 L š у ssi —— 


uhmabhümi, West Bengal 23, 72 


Tiruchchirappalli 


11 M ао 167, pl 92B 
газела dynasty 148; Mahajanapada 49 
a ta-gana 455 


00 атка 45, 150, 193, 


tagara тїгї láfichana 15 

tagara-kusumá 469n 

Taila II 322 

Taittiriya-Brahmana 479 

Taksasila 4n, 8n, 49, 91 

tala-bhitti 312. 

Talakad 460 

Talakkavu, Cannanore 231 

Tamil Nadu 10, 92, 93, 94, 98, 185, 211-214, 
222-230, 315, 323-329, 450, 452 

Tamil Sangam 230 

Tamluk, Midnapur see Tamralipti 

Tamralipti(ka) 73, 396 

tankite mafíco 482 

Tantpur 51 

Tantricism 6, 476, 493 

Sri-Tapágaccha-Patfávali 88n 

Тагапа: Tarana-ji 353 

Taranga, Gujarat 31, 446 

taranga-brackets 146 

Tarangarh 447 

Tattvártha-sütra 41, 412, 514n 

Tawa cave, Udaigiri, Vidisha 192 

Taxila see Taksa$sila 

Tejahpala 276, 304, 305, 306, 308, 406, 466; 4 
temple of, Mt Abu 360 0 

Telengana 320, 366 

temple(s) 5; -architecture 184; brick-built— 
326; Brahmanical—S-6; cave- 186-92; 
cities of—39; concept of—501-02; Jaina 
—5, 6, medieval 336-338; masonry 195- 
201; plan of—fig ХХХІ; rock-cut—192- 
194; 207-211; аве, 355; types 
of —502-14 —of west India 7; ; for synony- 
mous terms used in inscriptions see 447 


Tenimalai, Tiruchchirappalli, cavern 101, pl 
41, 101 

tenon 59, 60, 125 

Tenür 102 

'Tenumalai see Tenimalai 

Terahi 582 

Terapantha 34 

Terina-basti, Sravanabelgola 316 

terracottas 87, 121, 122, 126 

Tevan Cattan 102 

Tevaram 102, 225 

Tewar, Jabalpur 169, 297, pls 97B, 98A 

Thailagiri fort, Anantpur 322 


Ene. Thakkura Pheru 356n, 477 


njavur 184, 228 


Tharad, Gujarat 182, 303, 305 

Tbaru Saha 362 

thauna 58n 

Ihayatkhettaya, Burma 268 

Therakappiya 26 

Thubon, MP 352 

Tibet 371 

Tigiria, Orissa 161 

Tikamgarh, MP 577, 579 

tilaka 248, 286 

Tilakacarya 400 

tilaka-mani 110 

Tilaka-mafijari 278 

Tiloya-pannatti, Triloka-prajiiapti 119n, 468n, 
469, 469n, 470, 483, 483n, 484, 484п, 
487, 487n, 492n, 522n 


Timmaraja 375 

Tirakkol, North Arcot 185, 226, pl 133 
tirtha, def 36 

Tirthankara see Jina 


Tiruccáranattumalai, Kanyakumari 230, 231, 
232, 453; see also Chitral 


Tiruchchirappalli 94, 95, 100-102, 209 

Tirujiana-Sambandar 381, 458; see also 
Jüana-Sambandar, Sambandar 

Tirukkattampalli 98 

Tirukkunavay temple, Cannanore 231 


Tirumalai, North Arcot 185, 227, 324, 325, 
327, 328, 385, 599, pls 134, 213, 214, 215, 
452 


Tirumalaipuram, Tirunelveli 100 
Tirumangalam Taluk 99 

Tirumayam Taluk 101 
Tirunurangondai, South Arcot 325 
Tirunatharkunru, South Arcot 102, 450 
Tirunavukkaragu 381 

Tirunelveli District 100, 192 
Tiruppamalai, North Arcot 451 


Tiruppanmalai see  Paficapandavamalai, 
Vilappakkam 


Tirupparankunram, Madurai 98, 208 
Tirupparuttikkunram, Chingleput 324, 325, 


326, 327, 377, 388, 389, 453, pls 128A, 
209-211, 261-264, 309B, 459 


Tiruppattur Taluk 99 

tiruvaci 191, 221, 228 

Tiruvalur 389 

Tiruvanchikulam, Trichur 231 
Tiruvannur temple, Kozhikode 231n 
Tiruvarangalam 382, 

Ттиуазтуап 209 
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Tiruvatavur, Madurai 99 

Tiruvayirai, Madurai 452 

Tiwari, N P 547n 

Todaraisingh 249 

Tomaras 351, 445, 583, 584 

Tondaimandalam 95, 213 

Tonti 99 

torana 28, 55, 56, 57, 59, 60, 61, 62, 117, 145, 
147n, 247, 300, 301, 302, 362, pls 184, 


377B; -architrave 150, pl 80B; makara- 
55, 56 


tortoise rirt /айсвапа 16 

Tosali see Dhauli 

Tosalika 25 

Trailokyadipaka 
Ranakpur 488, 485 

Trailokyanatha temple-complex, Tirupparut- 
tikkunram 325 

tran-khania 430 

trasa-nali 516 

Trayambake$vara, Aihole 199 

о. Mudbidri 370, 

7 


(Caturmukha-vihara), 


Tribhuvana adana О АЕ Mudbidri 

55 

Tribhuvanamalla, Vikramaditya VI 199 

Tribhuvanapala 303 

Tribhuvana-vihara 303 

Trichur Museum 232 

tri-gupti 20. 

trika-mandapa 143, 144, 145, 146, 147, 295, 
296, 301, 302, 303, 341, pl 191 

tri-kaya 550, 550n 

tri-küta 314; —crown 137 

tri-küta basti 312 

tri-kütácala 215, 320, 321, 368 

triloka 514, fig XLIV 

Triloka-Prajfiapti see Tiloya-pannatti 

Triloka-sára 459, 459n | 

Trilokpur, Barabanki 344, pl 225 кух 

Trimukha 14 

tri-murtikds 597 

Tringalvadi, Nasik 373 

Tripathi, L К 5n 

tripatta-kumuda 233 

Tripuri see Tewar, Jabalpur 

tri-puruga-prásáda 118 TU гг. 

tri-ratha 150, 156, 157, 217, 283 _ 


Trišala, Ksatriyani 65, 6' 
Trisasti-Salàka-purusa-c 


`  Tri$üla see Khandagiri caves 
_ tri-tirthika 180, 545, 551, 553, pls 329B, 332, 
a 347A, 354A 
— Trivandrum 98 
` Trivedi, В К 429n 
= TTughlaqs 310 
- Tulasi Ashram Museum, Ramban 169 
` Tumain, Guna 351 
` Tumburu 14 
Tungabhadra 321, 365, 376 
` — Turumalai, North Arcot 452 
_ turyangas 487 
Tuticorin, Tirunelveli 230 
mpanum(a) 52, 54, 56, 57, 62, 63, 64, 67, 
2 82, pls i 13, 27, 28 


uccálaka 282, 292 
Udaigiri (Vidisa) caves cw Sonbhandar caves 
119n; 128, 129, 131, 168, 442, pl 60A 
` Udaipur 403, 446 
5 Udaipur Museum 537n, pl 356B 
` Udayabhadra 69 


_ Udayagiri (Puri) caves 29, 74, 76, 77,78, 
= 79, 81, 93, pls 23 (cave 9), 24 (cave 9) 
- 25 (cave 1), 29, 30, 31, 32A-B, 33A-B, 
34, 35, 36, figs III, IV 


dwan 153, 262 
86, 133, 278, 351, 354, 
. 231A, 232B; Museum 


amorea! 


160, 162, 209, 228, 229, 232, 368, 473, 
543, 547; see also chatra, parasol 

Un, West Nimar 295-97, 298n 

Una, Gujarat 182 


Undan-kallu boulder, Vikkiramangalam, 
Madurai 99 


Undavalli, Vijayawada 192 

Upadhyaya 42, pl 381A 

Upadhye, A N 54n, 135n 

upagriva 221 

ОраКеба see Osia 

UpakeSa-gaccha-pattavali 572 

ирапа 156, 217, 233, 322 

Upangas 465, 474 

upapitha 28], 282, 283, 284, 292, 295 

Upendra 169 

urah-Srngas 146, 286, 342 

urah-sütra 139, 140 

uru-Srngas 505 

urná-mark 109, 166, 475 

Urvi-tilakam 319 

usnisa 66, 125, 135, 138, 159, 256, 468, 474, 
485, 562, 581 

utsarpini 472 

Uttamapalaiyam 99, pl 136 

ипаппа-раца 249 

Uttaradasaka 51 

Uttaradhyayana-Sütra 16, 17, 414, 427 

Uttarakurus 487 

ипатапра 187, 315 

Uttarapatha 91 

Uttara-purana 50, 469 

Uttar Pradesh 10, 24, 30, 555 

utere 413, 418, 419, 420, 421, 422, 423, 

1 

uttira 219, 328 

uttiranga 218 

uttunga-torana-prasada 248 

Uvadukha see Vadukha 

Uvasaga-dasao 465 


vadakkiruttal 368 

Vadasama 183 

Vaddamani 320, 321, 369 
Vadideva-Siri 249, 303, 400, 401 
Vadi-Kumudacandra 478n 
Vadiraja 213 
Vadisimha 241 


Vagada-sangha 148 
Vagbhatta 304 
Vag-devi see Sarasvati 
Vaghelds 31, 304 
Vaibharagiri, Rajgir 117, 119, 120, 122, 123, 
124, 132, 164; temple pl 89B 
Vaidya, P L 50n 
vaijayanti 490 
уайауапи-та!а 294 
Vaikavir 227 
Vaikuntha 272 
Vaira, Arya see Vajra, Arya 
Vaira, Muni 70n 89n, 119 
Vairasena 89n 
Vaisali 7, 22, 23, 39, 69, 70, 121, 126 
Vaisnavas 29, 33, 94, 120, 207, 329 
Vaisnavism 316 
Vaisya 51, 494 
Vajjabhümi 72 
Vajji country 39 
vajra тїгї [айсйапа 15, 172 
Vajra, Arya 88, 89, 89n, 120; see also 
Vairadeva, Vairasena 
Vajrabhümi see Vajjabhümi 
Vajradaman 444 
Vajrakumara 53 
Vajranandin 94, 185 
vajraparyanka-pose 233, 235 
Vajrasankhala (Vajrasrnkhala ?) 169n 
Vajrasena 88, 89, 89n 
Vajrasvàmin 479 
Vakataka 400 
Vakradeva see Küdepa 
Vaksara-giris 522 
Valabhi 29, 133, 134, 135, 180, 181, 393, 
465, 568; —Council, 89 
valanaka 145, 147, 147n, 302 
Valli 228 
Valli-bhümi 531 
Vallimalai, North Arcot 227, 452, pl 135A 
Vallimalai, Chingleput 185 
Vamadeva 252n 
Уатапа-ригапа 493 
Vamana temple, Khajuraho 288, 289 
Vamá$apura see Venupura 
Vanaràja Capotkata 182, 301 
Vanaraja-vihara, Patan 182, 301, 304 
уапаапа-т@а(тайка) 305, 367 
ua Sahitya Parisad Museum, Calcutta 
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Vanija 51 ` 

Vanijyagrama 69 

Varaguna II 458 
Varagunavarman Pandya 229 
Varahamihira 37n, 135, 135n, 466 
Varaha-panel 129 


Varanasi 15, 16, 23, 116, 149, 240, 241, 242, 
245, 273 


ута: 144, 146, 286, 300, 344, 345, pl 


Гагайза-сагиа 395, 468n, 469 

Varanga-Tuluva 366 

Vern Thar Parkar 308, 309, pls 198B, 
200 


Vardhamana 182, 305 


Min Santigatta, Bangalore 
19 


уатаћатапака 458, 489, 492 

Vardhamanapura see Vaddamani 

Vardhamana-Süri 476 $ 

Varina temple, Tirupparuttikkunram 

Varendra Research Society Museum, Raj- 
shahi 263, pls 156B, 157A 

Varichchiyur, Madurai 98 

уагітапа 313, 314, 329 

Varisena 472 

Varman 144 

varsdvasa 69 

Varuna 331 

Vasantanandin 164 

vasanta-pattika 145, 286 

Vasanta-vilàsa 410 

Vasantgarh, Sirohi 180, 181, 363, 570, 571 

Vasavadatta 83n 

Vastu-manjari 495 

Vastupala 276, 304, 306, 308, 405; with his 
wives, pl 201 

Vastupala-vihara, Girnar 304, 305 

Vastu-purusa-cakra 497, fig XXVIII 

Vástu-sara 356, 477 

Vàsu (Vasu) 32, 55, 63, 91 

Vasubindu 468n, 471n 

Vasudeva i7n, 65, 66, 150, 477, 489 | 

Vasudeva-hindi 86, 86n, 91, 466, 469, 476, 
480, 480n ; 

Vasudeva-Krsna 50, 66, 67 

Vasudeva Siddhànta-Bhatara 225, 452 

Vasunandi 471, 471n, 


Vasunandi Saiddhantika 468 FE Hn T 


vata see nyagrodha 


4: РА 


» pouth Kane 368, 370, 371, 374, 


6, 455, pl 252B 
, 217. 495 


дуа! 


4 res 293, eu 288, 


Vijapura 447 

vija-puraka 552 

Vijayadeva 319 

uuavamengalam, Coimbatore 212, 325, 327, 


pl 212 
Vijayanagara dynasty 33, 328, 329; empire 
330, 365, 366, 387, 450, 455 8 


Vijayananda Sūrīśvara 410 

Vijayasimhacarya 400, 40] 

Vijayawada 192, 321, 449 

Vijayacandra-Siri 423n 

vijnapti-patras 491 

vikaccha-fashion 140 

Vikkiramangalam, Madurai 99 

Vikramaditya 10, 28 

Vikramaditya VI Tribhuvanamalladeva 313, 
321; see also Candragupta II 

Vikramaditya Varaguna 232, 453, 

Vikramasimha 444 

Vilappakkam, North Arcot 226 

vilekhya 495 

Villivakkam 232, pl 218B 

Vimala 31, 182, 301 

Vimalanatha-basti, Bellur 319 

Vimala-Saha 276 6 

Vimala-vasahi, Mt Abu 31, 301, 303, 304, 
307, 308, 362, 466, pls 183-88, 195, 
198A 

vimana 117, 188-201, 208, 211, 212, 214, 217, 
218, 283, 328, pls 125, 126; miniature— 
313;—order 325,—tower 311, 313, 329 

vinà 287, 294 

Vinami 389 

Vinayaditya 319; П 459 

Vindhya region 352 

Vindhyavalli 248 

Vindyagiri, Sravanabelgola 360 

Vinitanagara 14 

Vira(s) 85, 349 

Vira Ballala І 33 — 

Virabhadra 174, 394 

Viradeva 119n 

Virapala 494n 

Vira-Pandya 374 

ViraSaiva(s) 450; shrine 322 ç 

Vira-Saivism 365 


` Virasena 385 


Virasenacarya 90 | 
К: ааш, Tirunelveli 100, 209 


INDEX 


Virüpaksa temple, Patadkal 198 

Virwah, Thar and Parkar 567 

Visakhacarya 92 

Visakhadatta 128 

Visesavasyaka-Maháàbhásya 139, 139n 

Visnu 66, 98, 117, 120, 136, 137, 150, 225, 
' 252n, 270, 272, 294, 340, 433, 492, 538n 

Visnusüri 148 

Visnuvardhana 207, 222, 224, 316, 385, 386, 


Yadavas 17, 32 33, 311, 319-323, 329, 331, 
332; dynasty 14n 


Ydjaniyadevata 64n 

Yajñavalkya 480 

yajfiopavita 15] 

Yajurveda-Samhitaà 480n 

Yajvapala 351 

Yaksa 51, 64, 66, 138, 139.315, 328. 330, 
352, 468, 473, 480, 487, pl 187B; rirt 


449 lafichana 4; Ajita 15, 387; Bhrkuti 16; 


Vi$vakarman 495, 513, 533n 

Vi$vanàtha temple, Varanasi 273 

Visvesvara 24] 

Vitabhayapattana 4, 86, 87 

vitana 243, 244 

Vita-raga 44 

Vivagasuya 50, 50n, 63n 

Vividha-Kalpa-Sütra 107 

Vividha-tirtha-kalpa 50, 50n, 335n, 525n 

Vogel, J Ph 62n, 91n, 136n, 251n 

Voliyan, Chalivan Atanan 97 

votive tablet 67; see also ayagapata 

votive temple, bronze pl 160A 

Vratapura, South Kanara 370 

Vrji 69 

Vrsa-vastu-cakra 496 

vrtta-kumuda 233 

vyála(s) 143, 144, 281, 282, 286, 290, 294, 
298, 300, 314; -mala 216 


Brahma or Brahme$vara 15, 143, 189, 
561, pl 368B; Dharanendra 16, 149, 172, 
187, 216, 229, 319, 387, 542, 543, 544, 
546, 552, 555, 588, 590, 594, 595. 598, 
pls 331, 348; Gandharva 15, 562; Garuda 
15; Gobhata 443; Gomedha 16, 25], 253, 
563, 580; Gomukha 14, 143, 264, 316, 
318, 377, 559, 579, 592, 593; I$vara 15; 
Kaparddin 307; Kendra 15; Kimpurusa 
15, 318; Kinnara 15, 562; Kubera 15, 
186, 189, 190, 191 208, 220, 292, 293, 306 
563, pls 121, 356B; Kumara 15; Kusuma 
15; Maggarapani 483; Mahamanasa 318; 
Mahayaksa 560 Matanga 15, 16, 255, 387, 
540, 543, 590; Nayaka 14; Рагбуа 146, 
253; Patala 15; Purudeva 443; Sanmukha 
15; Sarvahna 16; Sarvanubhüti 138, 139, 
147, 180, 306, 318; Saudharmendra 388; 
SudarSana 50, 64; Sülapani 307, see also 
Kaparddin; Syama see Vijaya; Tumbura 
361; Varanandin 15; Varuna 16, 147, 
563; Vijaya 15; Yaksendra 15; Yakset 
15; statues of—3 


vydlavari 219, 314 

Vyantara-deva 487, 519, 526 
vyantara region 121 

Vyasarpadi 332 

Гуауайага-Вйазуа 25, 28, 88n, 107 


Yaksa-dyatana 482; -caitya 484 
Yaksadatta-gani 182 

Yakse$vara 14 

Yaksi 4, 138, 139, 218, 220, 221, 226, 227, 


Wadhvan see Vardhamàna 


Wadi Parsvanatha temple, Patan pls 296, 
297 


Wandiwash, North Arcot 329 

Warangal 377, pl 256A 

Watt, George 434n 

Weiner, Sheila L 122n 

West Bengal 10, 24, 72, 73 

West Dinajpur. WB 153 

Williams, Joanna 130, 131, 131n 

window (-frames) 62, 428, 430; wooden— 
pl 285 

wood-carvings 428-438 

Wynad, Kozhikode 234 


^ 
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293, 307, 315, 328, 330, 352, 484, pls 36, 
91B, 135A, 136A, 137B, 162A; Acchupta 
144, 180; Ajità 15, 98, 173; Ajitabala 14, 
560; Ambika 16, 98, 136. 139, 144, 
147, 153, 155, 156, 160, 161, 166, 
168n, 170, 172, 180, 189, 190, 191, 228, 
229, 251, 253, 262, 265,288, 306, 307, 
339, 346, 350, 353, 354, 403, 434, 453, 
460, 461, 541, 543, 551, 555, 557, 563, 
564, 573, 578, 580, 581, 582, 588, 595, 
597, 599, pls 79, 81B, 91A, 109, 122, 
157A, 3188, 324, 338B, 343B. 344, 
374B, 378A, 384B; Amra 162; Abhanga- 
ratina 444; Anantamati 15; Ankuga 15; 
Aparajita 15, 444; Apraticakra 253; 
Ardrakarabbi 444; Aryavati 67, 482, 
491, pl 19; ASoka 15, 161, 561; Bahurü- 
pini 16, 162, 165, 444, 590, pl 90А; Bala 
15, 562; Bhatari 451; Cakre$vari 14, 143, 
145, 146, 149, 162, 172, 174, 253, 255, 264, 


283, 286, 292 298n, 316, 318, 353, 377, 4 


4 


A 559, 564, 578 579, 580, 
92, 593, 597, pls 78, 180, 
38CC; Camundi 16; 
Jeva-dasi 588; Dhana 15; 
iya 15, 563; Dharmadevi 227, 
pl 215; Dhrti pl 316A; Duritari 
iari 15, 16, 162, 253; Gauri 15, 
ayavai 444; Hema 451; Hima- 


147, 253, 386; Капдагра 15, 
smándini 16, ‚214, 221, 318, 


n 308: Malini 443; Manasi 
na 15, 146, 161, 253 
novega | Manogupta) 15, 173; 
; Naradatta 16, 253, 
ni (Nirvanadevi) 15, 143, 
588; Padmavati 16, 121n, 
) , 162, 166, 172, 173,187, 214, 
231, 232, 233, 234, 253, 319, 
377, 387, 443, 453, 538, 542, 
‚ 551, 565, 566, 580, 588, 
598, pl 317A; Prajfiapti 
Purusadatta 172; Rasad- 
5 Rohini 145, 147, 162, 253, 
а 15, 543; Siddhai 444; Sid- 
6, 196, 228, 255, 540, 7590; 
Sulocana 444, pl 315B: 
Suraksita 444; Sutaraka 
4; Sruta-devi 387; Syama 
evi) 412, 444; "Trisalà- 
ti 15; Vairotya 144, 145, 
; Vajrankusa(i) 144, 145, 
5 VajraSrnkhala 14, 144, 
vati 588; Vidita 15; 


Yamuna 168, 286, 287, 291, 340 

yantra(s) 493 

Yantra-mantra-vidhi 478n 

Yapaniya-sarigha 128 

Yarrür 101 

Ya$a$candra 401 

Ya$oda 582 ë 

YaSodeva 240 

Ya$odeva-Süri 402, 403 

Ya$odhara pls 2808, 2818, 2838, col-ill 37 

Yasodhara-carita 413, 426, 427; illustrations 
iie pis 276-277, 283B, col-ills 30, 

YaSovarman 277, 278 

yasti 57 

Yati-raja see Ramanuja 

Yavana(Indo-Greek) 49; country, see Ionia 

Yelleswaram, Nalgonda 321 

Yeniyavargudi temple, Aihole 197, 199 

yoga-patta 418, 423, 424 

Yoga-sastra 479n 

Yogi-Narayana, Aihole 197, 537n 

Yogini(s) 349 

Yoginipura (Delhi) 406, 415, 415n 

Yonakas 91n f 

Yuga-Purana 49 

Yugadi$vara temple, Ranakpur see Adinatha 
temple, Ranakpur 


Zannas, Eliky 5n 

Zimmer, Heinrich 37, 38, 38n, 550, 550n 
Ziggurat 154n, 501 

Zürich 308 


CORRIGENDA 


CORRIGENDA 


Obvious errors have nof been corrected here. 
VOLUMEI 


List of illustrations 


Page XV, line 2. For ‘Mankulam’, read ‘Mangulam’. 


Chapter 1 a 
Page 6, line 21. Insert ‘on’ after ‘occur’. Р 
Chapter 2 
Page 14, line 4. Insert ‘as’ after ‘many’. 
8 Chapter 3 


Page 33, line 23. For ‘Sambandara’, read ‘Sambandar’. 
Chapter 6 


Page 64, line 29. Delete ‘were’ at the end. 
Page 67, line 6. For ‘Naminatha’, read Neminatha’. 


Chapter 7 
Page 71, line 8. For ‘show’, read ‘shows’. 


Plate 24, caption. For ‘1’, read ‘9’. 


Chapter 8 Er 


Page 87, line 13. For ‘36A’, read ‘37’. 
Page 89, line 14. For “38B? read ‘38’. 


Chapter 9 


y se 
Page 96, line 27. For ‘mentioned’, read *Ajjanandi'. 


Page 96, line 28. For ‘Ajjanandi’, read ‘mentione 
Page 96, line 31. For “Мег” 


Insert ‘or’ after ‘school’. 

Jine 10. For ‘Trinmangalam’, read “Ti irumangalam'. 

g 100, line 11. For ‘the’, read ‘in’. 

e 101, line 17. Delete ‘known’ and insert ‘known as’ after ‘is’. 


m e 116, caption of fig. VIII. insert “4-6,” after ‘and’. 
. Page 116. Insert “N.P. Јознг at the bottom as the author's name. 


3 ! | ; Chapter 12 


S 127, line 27. Insert ‘of? after ‘pupil’. 
` Pag 131, line 19. For ‘Jhansi’, read ‘Lalitpur’. 


Chapter 14 


Pe 143, line 22. Delete stop-mark after *bhadra', and read ‘containing’ for ‘Containing’. 
148, line 23. Delete ‘found’. 


Chapter 15 
е ‹ 90. Тгапзрозе captions of А and B. 


Chapter 16 9 


i Chapter 18 

last line. For 125, read ‘124, 

17. For ‘of’, read ‘on’. 

VOLUME II 


Contents 
i Krishna Deva Bajpai’, read “Shri Krishna Datt Bajpai’. 


List А illustrations 


i о 
- Page 226, line 22. Delete ‘a’ after ‘its’, 
Page 227, line 28. Insert ‘of’ after ‘one’. 
Page 229, last but four lines. For ‘on’, read ‘or’. 
* 
X Chapter 21 
| ` Page 271, line 3. Insert ‘an’ before ‘image’. 


Page 274, line 19. Delete ‘in’ after ‘occasionally’. E. 

Plate 159. Read captions of the left-hand illustration as : “A. Purulia : caturmukha (Asutosh ر‎ A р 

| Museum)' and of the right-hand illustration as : *B. Deuliya : caturmukha 
(Asutosh Museum)’. 


Chapter 22 


Page 287, line 31. Insert ‘of’ after ‘image’. 
Page 293, line 26. For ‘is’, read ‘in’. 
Page 294, line 4. Insert ‘on’ after ‘Srivatsa-lafichanas’. 


Chapter 23 


Page 303, last but five lines. For ‘Kamara-viharas’, read Kumara-viharas’. Also Гог ‘as’, read. i 
‘at’. k. 


š Page 307, line 18. For ‘chose’, read ‘close’. 
d \ Page 307, line 22. For ‘region’, read ‘reign’. 
` ¿ 
Chapter 24 
| Page 311, line 12. For ‘the of’, read ‘of the’. B 5 
Page 313, line 22. For ‘in’, read ‘is’. dE 


Page 314, line 2. Insert ‘at’ after ‘seen’. 

Page 314, line 26. Delete ‘to’ before ‘which’. 
Page 314, line 31. For ‘are’, read ‘or’. a 
Page 318, line 9. Delete ‘large’ after ‘large’. 
Page 329, line 23. For ‘plated’, read ‘placed’. 
Page 329, line 30. Delete ‘of’ after ‘relative,’ e e 


Chapter 25 


Page 337, line 18. For *pronounced by', read *pronouncedly'. 


17 Chapter 27 5 
> Plates 228, 229, 230, 231, 233, and 234. Insert ʻA.’ and ‘B.’ before the upper ar captions 
А respectively. E | j 
ђе i к 
T 


Chapter 28 
Page 361, last but one line. For ‘Mekala-vasahi’, read ‘Melak 
i ng, É у و‎ 


Pet) 661 ^ 
? Nx > У á 


АРЕС Gurukul Kangri Unive 
и: > аз, PN 


Chapter 29 


Insert ‘А.’ and ‘B.’ before the upper and lower captions respectively. 
A, caption. For *Tirthankara', read ‘Gommatesvara’. 


Chapter 30 


62, ‹ caption. For ‘tempel’, read ‘temple’. 
388, line 27. For ‘in’, read ‘is’. 
p- 


Pag e 


A 


VOLU M E Ш 


Chapter 31 


. Insert ‘be’ after ‘to’. 

l . Delete ‘of’ at the end. 

caption of A. For 'Vijayaji', read ‘Jina-vijayaji’. 
е 20. For ‘unsual’, read ‘unusual. 

пе 26. Delete ‘dressed’ after ‘dressed’. 

8. For ‘reveals’, read ‘reveal’. 


Chapter 33 


_ Delete ‘on the’ before ‘installed’, 
_ For ‘the that’, read ‘that the’. 


| Chapter 34 
line Lom [ ukkudal’, read mukkudai. 


Chapter 35 


е line, For ‘524’, read 


SAAT TM RA Hast «ат 
sreq-mrenfe-dermrf чт TATANAN | 
ата ФА = озата 219 + TTT 
йай ячзїчї fana: жат а тая и 


*Abodes of the Jinas that exist in the dwellings of the — 
Stellar, Peripatetic, Residential and Heavenly Celestials, ` : p, š 
on the Jambu, the Salmali and other Caitya-trees, onthe 
Vaksara and Rüpya mountains, on the Isvakara and 
Kundala mountains, on the Nandi$vara Continent, on the 
circular Мапизойага mountain — may all these Abodes o ose 
bring bliss to you.’ | Е É ae : 
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